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Preface 

S ince the publication of my first book, I have done considerable work. 

In view of the vast information I have gathered, I felt the need to 
make matters updated. In view of these facts, I have decided to bring out 
a fresh book entitled, Raga Sudha (Understanding Carnatic Music). Also 
several readers have sent their useful comments and valuable 
suggestions, which I have incorporated here. I have not sought to cover 
the whole field of Carnatic music. My object has been to provide a 
general survey of the main field of Carnatic music, to introduce in the 
course of the survey, the chief subjects the music lovers discuss and to 
show why they discuss them and to give some illustrations of the 
methods by which such discussions are followed. I have sought to 
observe that no musical theory should be included which is not capable 
of being made intelligible to the listener, who although possessing a little 
knowledge, is yet prepared to accord his best patience to its expositor. 
Classical music, Carnatic music in particular, is an exceedingly difficult 
subject and cannot with the best will in the world, be made into an easy 
one and, he who would follow its grindings must have at least nodding 
acquaintance with them. For another, it is exceedingly abstract. The 
twists and turns of speculative reason, the hair splitting distinctions, the 
abstractness of the thinking, the remoteness of conclusions reached from 
such thinking, all these need intense application and perseverance to 
follow. 

In my and my colleagues’ efforts to produce a comprehensive 
Multimedia CD on Thyagaraja, extensive research has been done. This 
includes intricate study of several compositions of Thyagaraja, the 
philosophy and truth in them, the grammar and construction, the message 
and the meaning, etc. Special commentaries on specially chosen kriti-s 
of Thyagaraja forms an interesting and enlightening aspects both in terms 
of lyric and music, suitably supported by graphics. This includes well 
over 110 compositions (kriti-s) based on specific themes. I have felt that 
the inclusion of this information would be interesting and entertaining to 
the reader. Some critical chapters on manodharma sangita, like alapana, 
swarakalpana and neraval, which are found hard to understand have 
been recast and made easier. A few special articles like, “The uniqueness 
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of Thyagaraja” have been added. The book in short, has been enlarged 
with the hope that the additional information will be useful to the reader. 
Few kriti-s are supported by specially commissioned graphics beautifully 
drawn by the well known artists, S. Rajam and K.V. BhTma Rao. The 
book also includes thematic analysis of the compositions of Thyagaraja 
ingeniously done by documentation expert T.N. Raj an. 

It may seem futile to write about music, because it may be argued that 
music is something to be listened to and not read about. However 
volumes have been written about music in the past, particularly in 
Sanskrit and Tamil, and a good part of it is understood by a reasonably 
large number of people. It is only through the medium of such works that 
a lover of music can become fully aware of the latent power of music, 
and inspite of the reactions so aimless and indiscriminate at first sight, it 
is these works alone that one needs and perhaps desires. In my 
experience of well over six decades, I have found that the quality and the 
number of rasika-s (audience) in concerts of Carnatic music are slowly 
and gradually dwindling. This painful fact is the serious concern of many 
artistes and organisers today. There is however, a good section of the 
audience, which does go to the concert but may not enjoy the subtleties 
and nuances as much as desired. What such an audience needs today is 
education, education to a degree of more serious involvement in a 
; musical concert, whatever that degree is. The purpose of writing this 
book is to serve that need. 

A good part is liberally drawn from the classic works of musicologist 
Prof. Sambamurthy. I have added my own interpretation and analysis. If 
after reading this book, a listener were able to appreciate and enjoy a 
concert better, the purpose of this book would be served. 

The subject matter being what it is, I have found it Very hard to convey 
the message in simple language. To help the reader to understand some 
jj|echnical words, a glossary of important terms is included at the end of 
^ihe book. Among some well wishers who helped me to complete the 
book, I wish to thank my brother-in-law, T.A. Sethuraman of USA, who 
scrupulously read through the manuscript, made due corrections and also 
helped me in finalizing the copy. 
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The book has been divided into two sections, the technical part being 
carried in the Appendix. In this book I confess that I have been biased 
towards Thyagaraja; for, my question is where would be the whole of our 
concert life today if Thyagaraja had not written his kriti-s? The 
comments are based on 700 kriti-s on Thyagaraja that are accessible 
today. I have therefore included a special section dealing with the 
“uniqueness of Thyagaraja” his works and a critical analysis of a few of 
his compositions (kriti-s). I also felt that the comments made by 
N.Pattabhi Raman, Editor-in-Chief of the magazine Sruti, as a preface to 
my earlier book, are relevant to this book too. I have therefore included it 
in this book. 


B.R.C. Iyengar 
54, Ishaq Colony 
Secunderabad 500 015 India 


January 15,2002 
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Second Foreword 

Being a lay music lover, the appropriateness and credentials for me to 
Den the foreword for a book of excellence on Carnatic music, may be 
suspect. Nonetheless, I agreed to write this foreword, because of my 
-egard for the author Sri B R C Iyengar. 

As one thumbs through the book, he or she is likely to experience a 
bliss, which is an amalgam of information, understanding and 
appreciation of Carnatic Music and its pristine beauty and awe. There 
are passages and passages for a lay person to understand and secure an 
insight into Carnatic music and its myriad nuances. There are dissections 
of technology constituting Carnatic music which will appeal to 
musicians and singers, who already stand on a platform of basics of 
music. And again, there are niche sections relating to specific areas of 
this genre of music, the well known among them being Raga, Alapana, 
Tala and of course. Grammar. Such sections will cater to connoisseurs of 
music, who have expertise and depth in Carnatic music and in its singing 
delineations. 

It is very thoughtful of Sri Iyengar to have devoted a complete section 
on Saint Thyagaraja. No one who has credentials to write on Carnatic 
music can bypass mentioning the achievements and glory of the Saint, 
i Indeed Sri Iyengar by including a section on Saint Thyagaraja has paid 
his respectful homage to hi through authoring this book. 

The life sketch of the saint refers to his compositions, the uniqueness, 
creativity and versatility. These add lustre to the publication. Particularly 
noteworthy is the author's reference to the mission of Saint Thyagaraja, 
his creativity and the essence of his compositions. The graphics are a 
delight and blend with the narrative. It cannot be gainsaid that the 
appendices providing technical details, the glossary and the indices 
enhance the value of this book. Very aptly the book is titled Raga Sudha. 

Hyderabad Dr. S. Chakravarthy 

22-1-2003 
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Dr S Chakravarthy is a civil servant by profession. He was 
formerly the Special Chief Secretary, Government of Andra 
Pradesh. Presently he is the President, South Indian Cultural 
Association, Hyderabad. 
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Introduction 

M usic concerts are being conducted for decades by cultural 
organisation, music lovers, patrons, and so on. Artists are 
performing and the audience is listening. Over a period of time, 
transformation has been going on continuously in the art, artiste and the 
attitude of the audience. The organisers are basically performing the act 
of bringing the artiste and the audience face to face. The immediate 
question that comes up is, what is it that the artiste is presenting and how 
much of it is being absorbed by the listener? If the latter has not 
progressed in his learning, why? If indeed he has learnt, how much? Has 
the entire scenario sustained, failed or moved forward? These are 
questions few have thought of and much less involved in examining it. 

One gratifying feature is that the system with its own configuration 
continues to exist although the modalities have changed. The overall 
structure more or less remains the same. It is even more pleasing that the 
system has survived the onslaught of several external forces that have 
maHe inroads into the cultural arena. The success or sustenance is 
entirely due to the spontaneous and emotional communication between 
the art and the artiste on the one hand, and the artiste and the audience on 
the other. The fact however, remains that the artiste and the audience are 
the important and interdependent parameters for the survival and growth 
of Art music; one cannot survive without the other. It is, therefore, 
necessary to analyse in depth, the character and role of these three 
factors, the art, the artiste and the organiser. Way back in the thirties, all 
over South India, and in Tamil Nadu in particular, a large section of the 
common people had one means of entertainment, i.e., Classical Carnatic 
music. In fact, there was no other form of music so pervading. It may be 
for the geneticist to explain how almost every family had two things in 
common, namely interest in Carnatic music and a deep sense of 
spiritualism. It was an ideal combination for the sustenance and growth 
of an art like music associated with refined culture. In the past, music 
concerts were generally held in temples, which invariably added a sense 
of religious fervour. The performances would start late in the evening 
and would go on till the small hours of the next day. Audiences would 
squat in the open streets and in total silence, except for gestures of 
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appreciation. A concert, on average, would last for about five hours, and 
on some occasions, even longer. The meteoric progress in science and 
technology and the arrival of electronics brought in an unprecedented 
change. It must be acknowledged that, along with this advancement, a 
listener, by and large, has lost the ability to appreciate the intricacies of 
classical music. The reaction is; “Why should I attend a live concert 
wheh I can enjoy any type of music, any taste whatever, so easily 
available in my drawing room.” In today’s response of the audience, 
there is effect without cause; there is exaggeration without reason. Utter 
confusion 'seems to reign amongst the audience as for as music 
appreciation is concerned. They listen in silence or actually applaud 
when the performing artiste takes the most incredible liberties. People 
simply do not know what to look for. They have lost the critical faculty 
and are no longer qualified to judge. It may be startling to find this 
curious phrase in Santayana concerning music, “The most abstract of arts 
serves the dullest emotions.” A concert is not a sermon. It is a 
performance, a reincarnation of a series of ideas implicit in the work of 
art. Music, as architecture, has always held fascination for the lay mind. 
Music most fully mirrors man in all his infinite variety. 

Listening is a talent like any other talent or gift. It varies in degree 
from person to person. Some underestimate and mistrust the talent; some 
others have the opposite approach. There is no reliable way of measuring 
the gift for listening. One cannot be sure how a listener reacts to music. 
Listening however, has its reward. There are no prizes to be won, no 
contests or competitions in creative listening. But he who has the gift to 
listen is fortunate, even if he is untrained. An ideal listener would 
combine the faculty of the trained professional with the innocence of the 
intuitive amateur. He may be too reverent or too carried away or limited 
in his enthusiasm for a particular school or an artiste; all the same, he is 
an intelligent listener. The interesting question is not whether he is 
deriving pleasure, but rather whether he understands the import of the 
music he is listening to. If he has understood, what has he understood? It 
must be admitted that there is no right answer for this difficult question. 
Musical taste begins with the ability to distinguish subtle nuances of 
feeling. Anyone can tell the difference between sad and joyous music 
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and even identify the different shades of joyousness. To approach all 
music in the vain hope that it will soothe one is a common error of many 
present day music lovers. It needs a special gift, the gift of being able to 
see all around the structural framework of an extended piece of music. It 
needs imagination, a power of balancing the combined impression made 
by various themes, rhythm, tonal values, harmonics, melody, contrasts, 
etc. Eventually it is the healthy musical curiosity and a broad musical 
experience that sharpens the critical faculty of even the most talented 
amateur. 

Similarly it is the dream of every performing musician who loves his 
art to involve gifted listeners everywhere as an active force in the 
musical community. Every listener is a musical citizen! The attitude of 
each listener, especially the gifted listener is the principal resource in 
bringing to fruition the immense musical potentialities of our times. 
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Art and Man 

"A work of art does not grow old ; it is outside time and space" 

A rt is the first and last a human experience. And if the material of 
art refuses to yield an answer, we must turn to the man in whose 
hands it is, after all nothing more than a means to an end. All organic life 
existing in time is subject to alteration between tension and relaxation. 
This fluctuation between these two, tension and relaxation represents the 
rhythm of life; there is not a moment as long as we breathe in which one 
or the other does not prevail. Both are organically connected. Tension 
and relaxation are mutually dependent to a very high degree. Art has the 
answer to this eternal problem. Great works of art are living things are in 
fact, the only things that live. As art springs from personality, so it is to 
only to personality that it can be revealed and from the meeting of the 
two comes right interpretation vivid from its emotional intensity and 
filled with such fervent moments of elasticity or of joy. It all seems to be 
a dream and an illusion. Art does not hurt us. The tears that we shed at 
play are a type of sterile emotions that it is the function of Art to awaken. 
All the arts are immortal. The aim of art is simply to create a mood. Art 
is a passion, and in matters of art, thought is invariably coloured by 
emotion, and is fluid than fixed, and depending upon the moods, and 
exquisite moments, cannot be narrowed into the rigidity of scientific 
formula or as theological dogma. 

There are as many artists as there are different forms of art. In that 
sense the domain of the painter is widely different from that of the poet! 
as that of the playwrite is from the actor. These are the images that thif 
artist can handle. Each form of art with which we come in contact 
dominates us for the moment to the exclusion of every other form. Foj| 
the time we must think of nothing else, can think of nothing else indeed. I 

It is sometimes said that it is the tragedy of an artist that when hij| 
ideal is not realised, it is robbed of its wonder and its mystery become! 
simply a new starting point for the ideal other than itself. This is th! 
reason why music is the perfect type of art. Music can never reveal itjjjr 
ultimate secret. By its imaginative beauty it makes all interpretations true: 
and no interpretation, final. When we speak or think of art, we normally 
refer to visual arts like painting, photography, dance etc. because they are 
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images and have an immediate impact on the human mind; it registers 
and reflects; it eases the mood without tension. On the contrary, abstract 
arts like meditation or music needs some efforts to understand and 
appreciate. Strangely however, musical experience in man, whatever the 
form, is spontaneous. The more evolved he is, the more mature the 
music. This is one of the features, which distinguishes him from other 
animals, although some forms of life, like birds unwittingly hum. 

Music does not merely reflect the events of life, is not merely 
occasioned by them, as all music had been in the past. It is not merely 
utilitarian music bound up with life and incorporated into it. Whatever it 
touches it changes life. It embraces the whole fullness of organic life and 
reflects a vast world of independent forms. It can do all this because it is 
dependent. It is in deep accord with the biological constitution of human 
nature. In this context, music, the highest art has no need of explanation 
or applied psychology; it sets down its creations and trust in their magic 
without fear of not being understood. No culture so far discovered lacks 
music. Making music appears to be one of the fundamental activities of 
mankind, as characteristically human as drawing and painting. We are 
accustomed to regarding and painting as integral parts of life of early 
man, but less inclined to think of music in the same way. 

However, music or musical sounds of some variety, are so interwoven 
with human life that they probably played greater part in the prehistory 
than can be determined. If we find that a piece of music moves us, we 
mean that it arouses us, that it effects physically. Bodily involvement 
always implies nodding in time, weeping or vocalising. While singing, 
the difficulty that some concertgoers experience in controlling their 
impulse to move to music is significant. We grieve but our grief is not 
bitter. In the actual life of a man, sorrow, as Spinoza says, is a passage to 
a lesser perfection. But the sorrow, with which Art fills us, both purifies 
and initiates. Through Art and Art only, that we can shield ourselves 
from the sordid perils of actual existence. For, emotion for the sake of 
emotion is the aim of Art, and emotion for the sake of action is the aim 
of life, and of that practical organisation of life, that we call society. 

Music excels life, enhances life and gives it meaning. Great music 
Dutlives the individual who created it. It is both personal and beyond the 
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personal. For those who love it, it remains as a fixed point of reference in 
an unpredictable world. Music is a source of reconciliation, exhilarate 
and hope which never fails. As for Nietzsche, music has been 
“Something for the sake of which it is worthwhile to live on earth”. It is 
irreplaceable, undeserved transcendental blessing. However, to the 
creative artiste, space, time, causality and the content of perception are 
essential realities; he cannot doubt them, for they are his only means of 
representing anything convincingly. 

Not only medicine but also engineering and painting are arts. Living 
itself is an art. In fact, the most important and at the same time most 
difficult and complex and to be practised by man is the art of living. Its 
object is not this or that specialised performance but of living by the 
process of developing and going to that, which is potential. In the art of 
living, “Man is both the artist and the object of his art”; he is the sculptor 
and the marble; the physician and the patient. To die is poignantly bitter, 
but the idea of having to die without having lived well, is unbearable. 
Humanistic ethics, for which “good” is synonymous with good and 
“bad” with bad for man, proposes that in order to know what is good for 
man, we have to know his nature. There is science in “the art of living”. 
Related to irrational fear of'death is the fear of growing old. It is 
established that the person who lives productively before he is old by no 
means deteriorates; on the contrary, the mental and emotional qualities 
he develops in the process of productive living continue to grow 
although physical vigour vanes. 

To sum up, good in humanistic ethics is the affirmation of life, the 
unfolding of man’s powers: Virtue is the responsibility towards his own 
existence; evil constitutes the crippling of man’s powers; vice is 
irresponsibility towards himself. 
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The origin of music 

"Music moves the heart, excites nerves, arrests and engages the acutest intelligence " 

O ne of the most debated and controversial questions in the field of 
music is its origin. From time immemorial philosophers and artists 
alike have expressed various questions and theories on the subject, but 
the question remains baffling to human understanding. The subject can 
yet be analysed and the reader given the option to arrive at his own 
conclusion. If nothing else, it gives some food for thought. 

The first instinct of a human being, when in crisis, like a severe shock 
or intense trauma is to shout at the top of one’s voice. It is emotional and 
psychological. Scientifically speaking, it is produced at the highest pitch 
and at a constant frequency. If it is a woman, it is at one pitch and if it 'is 
a man, it is at another. Since these are different, but yet constant, they 
can be referred to as different sounds; they also correspond to some 
musical “notes”, however varied they are. To state more clearly, they are 
separate units with constant auditory waveforms, which can be repeated 
and imitated. Contrary to this, if a group of people, both men and women 
shout, each such sound, at different frequencies clash and produce the 
opposite, namely noise. The first causality in such an event is hannony. 
Individual notes of differing frequencies when played in succession 
produce a sequence of sound. They may be concordant or discordant. 
When concordant, it is comfortable to put up with, because it sounds 
harmonious and therefore melodious. The opposite of this is discordant 
and disquieting. This interpretation may sound as a crude example to 
differentiate sound from noise. In nature, calls between animals, except 
bird songs are irregular noises and not sustained notes of different pitch, 
which go to form music. 

The next question therefore is, can the sound produced by other 
species be related to music? Research has proved that birds employ both 
noise and sound in their communication in functions like advertising or 
warning or even in search of a mate, but the content of definable notes is 
far more in excess than noise. According to an American ornithologist, 
bird song shows variations of both pitch and tempo, change of key and 
variation on theme. Slow playing of some bird songs is said to 
correspond to some expressions of Beethoven’s symphonies. Some even 
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are said to have made use of bird songs in their compositions! It is the 
brief"temporal span of the bird’s repeated patterns that distinguishes it 
from human music; it does not last more than a few seconds. It is not 
music by itself; tonal elements become music only by virtue of their 
being organised. It needs the conscious of human act. It is however, 
interesting to note that sounds produced by some subhuman primates like 
“galada” monkeys, resemble rhythms, notes and types of vocalisations. 
During the course of human evolution, it is possible that rhythm and 
melody were used to resolve emotional conflicts. No culture so far 
discovered lacks music. Just like drawing and painting, music seems to 
be one of the fundamental activities of mankind. Palaeolithic cave 
paintings draw the attention of this form of art. 

It is possible to believe that music developed from the lulling of 
infants, a spontaneous yet untrained faculty on the part of the mother. 
Even more mysterious effect is the reaction of the child. It is said that at 
the age of three, infants can identify the sounds produced by different 
people. Therefore if lulling melodies are dependent upon musical output, 
it is possible that music indeed develop from infant lulling. What we 
perceive here is a tune in succession of separate notes. It is we who make 
it into continuous melody. It is a process where one particular note is 
followed by another of a higher or lower pitch. But such a combination 
should bring out a feeling of exquisite pleasure, emotional intensity and 
moments of joy. \ 

Earliest language like veda was chanted. They were melodic arid| 
poetic than prosaic and practical. Even in today’s chanting of veda-s onef 
can make out three musical notes. In Carnatic music they correspond tq§ 
panchama, the fifth note in the scale, shudha dhaivata, the sixth note an<|| 
shudha madhyama, the fourth note. In reciting these notes the process? 
involuntarily showed the way to shudha rishabha. The reference point tqf 
all these notes naturally is the adhdra shad]a or the tonic note. As the 
frequency of the tonic note changed or shifted, there was a corresponding; 
shift of the other four notes. This minimum configuration an«j| 
relationship established the required parameters to envisage a raga oil 
melody in Indian music. It is also said that the primitive men sang to onf| 
another to express their feelings before they spoke to another. f 
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It will never be possible to establish the origin of human music with 
any certainty. The best we can do is to accomplish some rational 
thinking. It is wise to conclude, “Human attitudes and specially human 
ways of thinking about the world are the results of dance and song . 


Indian music today 

Indian music is modal music. To listen to Indian music needs special 
talent. Carnatic music is even more complicated. No other system is so 
intricate as Carnatic music. It must be admitted that only a small 
percentage in a gathering can really understand and enjoy it in true terms. 

Unlike Western classical music, like symphony, where the conductor 
is the leading figure, in Indian music, it is the performing artiste who is 
the celebrity. Since good part of Carnatic music is creative, the listener 
can always hope to be rewarded with something new every time and at 
every moment. It is this thrill that sustains his interest. "We must first 
recognise that there is an established format. In a concert, there is a trend, 
an order, a paddhati, as it is referred to. Before going into these details, it 
is worthwhile to examine other parameters, like the auditorium, the 
knowledge of the listeners, the sound amplification systems, the 
acoustics, the stage arrangements etc., which may not be directly related 
to the concert music as such, but yet have a commanding influence on 


the performance. 


i 


i 


The Audience and the Auditorium 

Decades back there was nothing like an auditorium; people used to 
assemble in the temple premises. Listeners would sit wherever there was 
place and as close to the singer as possible. There was no formality, no 
chief guests, no speeches and no waste of time as we find today. What 
was most important was communication between the artiste and the 
audience, the feedback and the response. The audience was 
knowledgeable and responsive and the singer had to give his best. Once 
started the concert would go on uninterrupted and as the concert 
progressed it would gain increasing musical value. The audience would 
react spontaneously. 

The quality of audience has changed over a period of time and in 
keeping with this change, the format of a concert has also undergone a 
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corresponding change. Modem auditoriums are streamlined. The artiste 
is pushed back from the listeners who sit in a poorly lit hall. The 
communication has snapped between the two that has largely affected the 
creativity of the artiste. Today the audience consists of a select gathering 
of people. It consists of you and me. It is a motley and innocent crowd. It 
has assembled for entertainment. It is obviously interested in Carnatic 
music; otherwise it would not be there. Each one of them attends such 
concerts regularly and each one of them enjoys the music in his/her own 
way. This means every one of them has an ear for technical as well as 
melodic content, but may not be able to identify it. How does this 
heterogeneous crowd listen and enjoy? 

The amplification of the sound introduced in the recent past is another 
factor, which is adversely affecting the quality of music and its influence 
on the audience. Unwanted frequencies are amplified and the melody is 
destroyed. Most artists cannot perform without a powerful system of 
amplification. Musical values are misinterpreted through this means and 
the listener is unable to distinguish good from the not so good. Today it 
is one of the dangers threatening the whole fabric of music. The 
acoustics in many of the auditoriums is not satisfactory and quality music 
comes out in a corrupt way. 

The performing platform or the stage should be large enough to 
accommodate about 10 to 15 people, namely the main artiste, his 
accompanists and their prime disciples. The traditional concert group 
consists of the main artiste, vocal or instrumental, his disciples, not more 
than two, one of whom may be a supporting artiste, the tambura artiste, 
the accompanying artists on the violin, mridangam, ghatam, mhorsing, 
kanjira (kanjari ) etc. Care must be taken not to focus bright lights on the 
artists. The atmosphere should be still, which naturally infuses a sense of 
spiritualism. With this background, we now get to know the details of the 
format of a concert (Ref. Chapter - Format of a concert) and try to 
understand these. A concert has a traditional and established format. It 
has a structure. It has to start in a particular way, continue on certain 
norms, reach the zenith, gracefully recede and finally end. To appreciate 
a classical concert, let us try to follow the same norms, in seriatim, and; 
analyse its components. ; 
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Swara and Sruti 

"Only g relationship between tones constitute music, never a tone in isolation 

I ndian music is modal music. It is based on a stable unchanging sound 
called the tonic note ( adhara shadja ) and its independent relationship 
with the successive notes. This relationship of each note determines its 
meaning. In other words, in music, vocal or instrumental the cidho.ro 
shadja is repeated and constantly heard. This constant sounding is very 
important in Indian music because it provides the melody for the notes 
and melodic inventiveness. In truth, this is more intricate experience than 
it appears, for there is not just a single note being played in a tambura 
but at least two and in combination with other notes rich harmonics and 
overtones are also produced. 

It is pertinent to refer to other stringed instruments that were used to 
provide the drone, before the advent of the tambura . These instmments 
are still in vogue amongst folk musicians. They perform the same 
function as the tambura but do not give the same effect. Some of these 
instruments have a single string, called yazh or ek-tara, and some with 
two strings called ramsagar; the two stings in the instrument are tuned to 
sa and pa. The use of these instruments to provide the drone dates back 
to 16 th or 17 th century. 

In a classical music concert, one would have watched the tambura 
occupying the prime place. In a Hindustani music concert there may even 
be two. Well before the commencement of the concert, the artist would 
spend considerable time in tuning it by applying his ear very close to the 
instrument. This exercise is known as “tuning the tambura to the 
required sruti." The question obviously arises, what is “tuning a 
tambura"!, what is "sruti"! In terms of common usage, the sruti or pitch 
of voice varies from singer to singer. In a few cases, however, it may be 
common, as in the case of duet singers or duet players. And now, how 
does one know one’s own sruti and fix it up? Sruti here means the 
^convenient range of the artiste’s voice covering two extreme limits, the 
* lowest and the highest his vocal chords can comfortably reach. 

In Carnatic music, there are three basic notes that constitute the sruti, 
the boundaries, as it were. They are the adhara shadja or the tonic note 
in the scale. The rest of the swara-s in the scale are based with reference 
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to this note. The second is panchama, the fifth note in the scale, and the 
third, the tar a shadja of the higher octave. One would have noticed that 
there are generally four strings in a tambura. The middle two stings in a 
tambura are called the saranai and anusaranai. In tuning the tambura, 
these two strings are tuned to a particular frequency, with reference to 
adhara shadja or the tonic note. The frequency of these two strings must 
be identical; this is very crucial. The string to the right of the middle two 
strings, as the tambura is held upright, corresponds to panchama, the 
fifth note in the scale. To tune this string perfectly is a difficult job for a 
beginner. The gauge or thickness of this string is also more when 
compared to the middle strings. Similarly the string to the left of the 
middle two strings, called the mandara is set to the shadja of the lower 
octave. When all the strings are played continuously, the primary notes, 
sa (of the lower octave), pa and sa (of the higher octave) come out in that 
sequence and if the sruti is perfectly set, the complementary notes, 
gandhara, madhyama and nishada are also heard producing a grand and 
pleasing sound (melody) of all the notes in the framework of music. The 
tambura basically produces a permanent fixed sound referred to as 
adhara shadja or the tonic note. The successive notes have an 
independent relationship with the tonic note; in other words the tonic 
note determines the meaning or relationship with each note. It is 
therefore necessary that' the tonic note be persistently heard. This 
provides the basis for comparison and contrast for different notes. In 
essence it provides the basis for melody and melodic improvisations 

There is a simple but crucial operation in tuning the tambura, which 
brings out what is called the jiva (life) of the instrument. Located at the 
pot portion (kudam) of the tambura at the base,' is ; a small bridge about 
four inches wide and half inch in height. All the strings pass over this 
bridge. Beneath each string, at a crucial place, is inserted a piece of yam. 
Set at the right placement, when the string is plucked, an electrifying 
resonance is produced. This is called the jiva. If the yam is away even by 
a fraction of a millimetre, the string may still vibrate but will fail to 
resonate. By a slight technical improvisation, the sruti thus tuned can be 
altered to what is called the madhyama sruti. The improvisation is to 
change the frequency of the panchama string to a higher frequency 
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corresponding to that of madhyama in the scale. The singer then uses the 
note madhyama as adhara shadja or the tonic note. The mode is 
therefore shifted and the rest of the swara-s get set to the corresponding 
frequencies. This sruti is particularly useful in singing some songs, 
which fall within certain frequency range. 

After this preliminaiy procedure, the violin and mridangam 
accompanists in their turn tune their instruments to the same sruti. The 
percussion specialists the ghata and the kanjira (kanjari ) cannot do this 
because their instruments have their sruti permanently set. Hence they 
have to select the instrument nearest to the sruti. The completion of the 
formalities signals the commencement of the concert. 
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The Varnam 

"A real musician should have a very wide range and compass" 

T he most essential part of a concert is kachcheri dharma; there is a 
code of ethics to be followed and is twofold, one from the side of 
the artiste and another from the audience. An artiste is the custodian or 
repository of art. Thus, he owes a responsibility and duty to society. He 
has to perform what he has achieved, apart from owning a duty to the art. 
The prestige of art must be maintained at any cost and he should try to 
give the best in him. A successful performer is one, who at the 
conclusion of the concert leaves in the mind of the audience a lasting 
memory of pleasure and satisfaction. This is a flexible statement because 
the audience consists of various sections that have different tastes and 
ability of understanding. In a situation like this, the work of the artiste 
turns out to be very difficult; he has to please both the common and the 
connoisseur. 

To meet the requirement of a majority of the audience, a general 
pattern or theme in a concert is in the usage. The artiste however, has the 
liberty to move about, within these parameters. This applies both to the 
vocal and instrumental music concerts. According to sampraddya 
(tradition), a classical music concert can generally be divided into three 
sections. Initially the artiste warms up and builds up the tempo. He later 
leads the audience to tonally moving musical forms, richer classicism, 
spiritual and emotional content and finally to the lighter side of music. 
For more refer chapter “The format of a concert”. A classical Carnatic 
music concert generally starts with a varnam. There are two types of 
varnam, tanavarnam and padavarnam. A varnam is preset music 
(kalpita sanglta)\ it comes out naturally and instinctively. The artiste 
need not put in special efforts. There is no chance of committing errors; 
it only requires intense rehearsals. Thus, in starting a concert with a 
varnam, the artiste relieves himself of a possible tension so prevalent at 
the commencement of the concert. It gives him an opportunity to align 
himself perfectly with the sruti (drone). It helps him to judge the 
acoustics of the auditorium, the arrangements of the sound system, the 
initial response of the audience. The most important fact however, is, he 
gets into communication with his accompanists and his listeners. Each in 


RSga Sudha ~ Understanding Camdtic Music 



22 

the team of the performers, will be able to assess the competence of the 
other. Starting the concert without a varnam has many handicaps. In its. 
structure, the varnam is similar to a kriti' having three sections ( anga-s ), 
the pallavi, anupallavi and charana, but the grammar is different. The 
sahitya is simpler, limited. The charana contains a special feature called 
chittaswara (solfa syllables). The chittaswara-s are skilfully coined and 
set in order of one, two or four avarta-s (cycle) of the tala. The first 
group of these swara-s is generally intricate in swara component and 
rhythmic content. These solfa syllables in every varnam are generally 
unique combinations of the swara-s in the corresponding raga and 
therefore, knowledge of many vamam-s will help in working out swara 
patterns in creative music. In rendering these vamam-s, the pallavi and 
the anupallavi are generally presented in a particular speed and the 
charana, in double that speed. While there are vamam-s set to various 
tala-s, most of them fall under the group of adi or ata tala. All the 
vamam-s in adi tala commence with the first beat of the tala ( samam ), 
but those set to ata tala, commence after two counts ( aksharakala-s ). A 
varnam set to ata tala is relatively more difficult to sing, particularly in 
the faster speed, which speaks of the competence of the artiste. With the 
completion of the varnam, the artiste moves on to a kriti or raga 
alapana. Having mentioned the word, kriti, let us examine what a kriti 
means. 
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Kirtana and Kriti 

"The music sang music and poetry at one and the same time * 

C arnatic Music is said to be as old as the veda-s. Early music was 
essentially devotional and was recited in the form of what is called 
a kirtana, a fonn of musical poetry. Many compositions of 
Purandaradasa and Annamacharya bear resemblance to kirtana-s. On the 
contrary, the term kriti refers to the composition, where claim to 
permanence lies principally in its music and not in its lyric ( sahitya ). In 
kirtana-s, the lyric is of primary importance. Kriti-s are dhdtu pradhana 
rachanas. Aesthetic content and sangita kavita are important. Kirtana-s 
are older than kriti-s; in fact, a kriti as a song form is an offshoot of 
kirtana. Though considerable evolution had taken place earlier, it was tire 
Tallapakka composers (1400-1500 AD) who are said to be the first to 
write kirtana-s with the respective anga-s (sections of a composition). 

I 

Words in kirtana-s are many and the charana-s are sung to the same 
dhdtu. The take off or the starting point in a kirtana is simple. Anybody 
can easily learn a kirtana. They are essentially meant for group singing 
because they are generally confined to a single octave. As opposed to all 
this, a kriti has a special appeal and approach. The sahitya has an ethical 
and pointed theme. The music is complex; there is more of grammar. A 
kriti always conveys much of raga bhava (melody) and extends from one 
to two octaves. To render a kriti one needs considerable amount of 
musical training. It is essentially an aesthetic expression. In its structure a 
kriti is more evolved; the anga-s like the pallavi, anupallavi and charana 
are essential contents. While a kriti has usually one pallavi and 
anupallavi, it may have many charana-s. Some kriti-s called 
samashticharanam are devoid of anupallavi. The pallavi of a kriti 
generally starts at a lower octave, but this is not a rule. Many 
compositions do start at the higher octaves. This starting point called 
eduppu has a reliance on the raga bhava and the swara-s (notes), which 
give life to the raga. For instance kriti-s in the raga pantuvarali, start at 
or above the middle octave, while those in purvikalyani commence at 
adhdra shadja or antara gandhara. This will immediately identify the 
distinctive swara, dhaivata in the two rdga-s referred above. 
Compositions in major rdga-s like todi or sankarabhor ana are framed to 
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begin at any of the swara-s in the corresponding cycle of the raga; they 
are versatile in their content. A kriti can generally be divided into two 
sections, the first half, comprising pallavi and anupallavi, which together 
generally tally with the second half, i.e., the charana. Each vaggeyakara 
(composer) has his own style of composing and a seasoned rasika can 
easily identify the composition as that of a particular composer. For 
instance, the compositions of Dlkshitar are in Sanskrit and they generally 
move in a slow tempo (vilambakala); the raga bhava is rich. Those of 
Thyagaraja are mostly in simple spoken language and the lyric is 
captivating. Those of Patnam Subramania Iyer are generally set to a 
faster tempo ( madhyamakala ), while the compositions of Shyama Sastty 
have intricate rhythmic {laya) patterns. The general theme of each 
composer is different. It may be devotional, descriptive, romantic, etc. 
The composer of a kriti is called a vaggeyakara. He is not only a 
composer but a performer too. In his compositions he generally coins his 
own true or pseudo name in the charana. If the composition has more 
than one charana, the name will appear in the last charana. The name so 
entered is called the mudra. Some of the well known mudra-s are. 
Thyagaraja in his compositions, Guruguha for Muthuswami Dlkshitar, 
Shyama Sastry as Shyamakrishna in his compositions, Padmanabha for 
Swati Tirunal, Srinivasa in Ramnad Srinivasa Iyengar’s compositions, 
Venkatesa for Patnam Subramania Iyer, Murali for Balamurali Krishna, 
Harikesha in case of Muthiah Bhagavatar, Ramadasa for Papanasam 
Sivan, Purandaravittala for Purandaradasa, etc. Besides these, some 
vaggeyakara-s weave the raga names in their compositions. These are 
called raga mudra-s. For instance, almost every composition of Dlkshitar 
has the raga mudra; for example, in the kriti, srT viswanatham bhajeham, 
the raga name sri is dexterously weaved. The qualifications of a 
vaggeyakara are very rigid; all cannot compose kriti-s. It requires 
profound knowledge of music, both as science and art, its history, 
grammar etc. Basically a kriti set to a particular raga must bring out the 
essence of the raga in totality. Many of the factors like, laya, bhava, 
prosody, grammar, all must be combined in proper proportion. It is only 
then that the kriti can live for centuries and get more and more polished. 
A kriti can be rendered a million times, with no trace of boredom, giving 
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endless scope for creativity. The greatness of a composition lies in its 
vitality and strength to live for centuries. 

Decorative Components 

There are several other decorative devices in a kriti like, sangati-s, 
chittaswara-s, swaraksharas ( swara-sahitya ), yati-s, yamaka, 
manipravala, etc. They are explained in brief. 

Sangati-s are integral and indispensable parts of a kriti. Kriti-s are 
enriched by sangati-s, which in essence, are variations of a musical 
theme, developed step by step, in all the three anga-s (sections) of a kriti, 
the pallavi, anupallavi and charana. They are well thought out and built- 
up phrases, based both on bhava and lay a, maintaining a balanced 
proportion. Depending upon the mood and manodharma (creative 
faculty), an experienced and knowledgeable musician, may also come 
out with new and innovative sangati-s extempore in a concert. Sangati 
however, has no place in other forms of music like, vamam, gitam and 
swarajati. The sangati-s may be bhava oriented as in the kriti, marivere 
in anandabhairavi or laya oriented as in the kriti, chakkani rajamargamu 
in kharaharapriya. 

Chittaswara is another decorative element in a kriti. These are a set of 
well-coined swara-s within a limited space of time or cycle (avarta), 
normally associated with the anupallavi and charana. In the latter case, 
these solfa syllables may be substituted with appropriate sdhitya also, 
thus maintaining continuity. Examples are, saketa nagarandta in 
harikambhoji, 5 jagadamba in dnandabhairav. These chittaswara-s may 
be set to vilambakala or madhyamakala and may lead to an attractive 
conclusion. The most magnificent chittaswara-s are found in the 
compositions of Ramnad Srinivasa Iyengar. 

SwarSkshara-s or swara-sahitya-s is yet another innovative 
component of a kriti, where the letters of the lyric correspond to the 
swara-s (notes) in the melody. It may also be a phrase. An example of 
the former is the phrase nT (meaning you) in the song ni bhajanagana in 
in raga, nayaki, while in the bhairavi rdga song sari ewaramma, there 
are several phrases corresponding to the swara-s. 
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Yati is a decorative device (alankara) in a kritl There are essentially 
two types of yati-s, called gopuccha and srdthdvaha. In a gopuccha yati 
or ( dhatu matu samyukta alankara ), the phrases in the text gradually 
diminish as the sdhitya progresses, yet maintaining the basic structure of 
the kriti, as in the following kriti of Dlkshitar, in raga, anandabhairavi. 

Thydgaraja yoga vaibhavam 

Agaraja yoga vaibhavam 

Rajayoga vaibhavam 

Yoga vaibhavam 

Vaibhavam 

Bhavam 

Vam 

As opposed to this, when the phrases regularly increase, as in the 
following charana of the above kriti the yati is called srdthdvaha,, 

r 

Sam prakasam 

Swarupa prakasam 

Thathwaswarupa prakasam 

Sakalathathwa swarupa prakasam 
/ 

Sivaskathyadisctkalathathwa swarupa prakasam 

Yamaka is a kind of alankara where the same word is used in a 
composition in more than one sense. Patnam Subramania Iyer’s kriti in 
raga, abhdgi, is a fine example of yamaka: 

Mana sahasa (our cleverness) 

Marta sadhyamu (our capacity) 

Manasara venkatesa (with all the heart) 

Mana saradhiyani (our saradhi, parthasSrathi) 

ManipraxSla kriti may have words of two or more languages 
combined in consonance with grammar and prosody. The following kriti 
of Dlkshitar in praise of Thy agaraja brings out the literary beauty: It is a 
combination of Telugu and Tamil. 

Nityamangcda swarupiaina Srinagaramunandu putti (Telugu ) 
Snnaradamuni arulal \ Ghanasastra marmamulanu {Tamil, Telugu) 
Karuthudane unamdu \ Bhamcvamshatilaka krupaku {Tamil, Telugu) 
Mahimaivarunda Jdrtanaigal \ Manavulaku mokshamiche {Tamil, Telugu) 


* 
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There are several such compositions with combination of Tamil, 
Telugu and Sanskrit. 

All in all, the inputs in terms of rhythm, harmony, instrumentation and 
execution of the details are concerned; much depends upon the 
performing artiste and his ingenuity. The references made above are 
only some serving tools; each one of them is open for colossal 
imagination and improvisation. The fact is again and again emphasized 
that music is conceptual and is open for vast visualization 
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Rfiga 

"Happiness and sorrow play like sunlight and shadow through music, swiftly, innocently * 

w \ ago of fogct olopono is a vital part of a concert. Before starting the 
J\ kriti, a performing musician gives a short or a detailed sketch of 
Togo. To know what raga is, we should know some more details of 
swara-s, which make up the raga. Children singing sa ri ga ma pa dha 
ni sa is a household ritual; at any rate it used to be. These notes starting 
from sa and ending up in ni are called the sapta swara-s, or the seven 
notes. To state in simple terms, “that which is able to please of its own 
accord is a swara." The basis or the foundation for all systems of music 
is the seven notes or the swara-s, just like the seven days of the week or 
the seven colours of the rainbow. Among these, two swara-s, sa and pa 
are changeless {avikrita), which means that they do not admit any 
variations in frequencies. Of the the remaining, ri ga dha ni admit three 
variations each in the order of increasing frequencies, one closer to the 
next higher swara and the other closer to the next lower swara, leaving 
the ma which has only two variations. Although these are the variations, 
within them there are some swara-s that have common frequencies. 
Deleting them from the list, we actually arrive at 12 workable swara-s. 
While volumes can be written on the subject of swara-s, this probably is 
the simplest interpretation to make the reader understand about the 
existence and usage of the 12 workable swara-s. 

Indian music as already stated, is modal music. The individuality of 
the mode is established by swara-s (notes) of different frequencies and 
structure. As discussed above, there are only 12 basic swara-s, which 
form the skeletons of the entire gamut of raga-s; theoretically, the twelve 
swara-s give rise to as many as 34,776 raga-s by sheer permutation and 
combination. Incredible! It is not just the inter-relationship between the 
swara-s that establish the raga, although it is an integral part. More 
important is the relationship of these swara-s to the basic note or the 
tonic note, namely the adhara shadja as referred to earlier. In other 
words, the frequency of any sound produced has relevance only when it 
is read in conjunction with the tonic note (which is taken as the 
standard); otherwise it makes no sense; it remains an irrelevant 
frequency. 
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A noteworthy feature is, even though the raga is built on the basis of a 
sequence of swara-s, the drone of the tambura will be spelling out the 
adhara shadja all the time, loud and clear, so much so, the said reliance 
is constantly maintained. It is therefore, established that no raga can be 
without adhara shadja. For instance, if the drone is stopped, whatever be 
the combination with the swara-s, it will fall flat without the help of the 
adhara shadja, unless it is pronounced vocally or on the instrument.- We 
therefore see the importance of sruti while singing a raga or music in 
general. Even otherwise, the presence of tonic note is presumed. This is 
how memory indirectly plays another important role in music. True, a 
combination of swara-s, as stated above, produces a raga. To have a 
melodic entity however, a raga must take at least five srwara-s of a scale 
just as a minimum of three lines is necessary to form a triangle. 
Madhyama and panchama being samvadi swara-s (consonantal or unison 
of sounds) of shadja, it is necessary that one of the two should be present 
in a raga. The obvious corollary is, that though a large number of raga-s 
are theoretically possible with the 12 swara-s, a majority of them do not 
have melodic content. For more information on swara-s, refer to 
Appendix. 

Classification of Raga-s 

Classification of raga-s is a complex subject. It may not be necessary 
for the reader to know academic details. However, understanding the 
basics will help him to appreciate the complexities to some extent, which 
in turn, may help him to appreciate the musical features so involved. An 
example will help. Just as the fauna of a country, the raga-s in Carnatic 
Music can also be scientifically classified. For instance, we have in 
nature different types of trees, tall trees, tiny plants, shrubs, poisonous 
ones, medicinal ones, flowering plants, thorny ones, evergreen trees, etc. 
Take the flowering plants, there are some beautiful to look at, some with 
strong smell, and some without any smell at all. Going further, if we 
consider only one type of flowering plant, say Rose, we know that all 
rose plants have thorns. They may have some such common character, 
but within them there are many varieties, with different colours, smell, 
size, etc. Likewise, the raga-s in Carnatic music have classified 
arrangement. 
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We are now aware that there are only 12 swara-s that are utilised in 
the entire gamut of raga concept. Adopting a simple procedure of 
permutation and combination of these swara-s in a cogent way, different 
raga-s are arrived at. Music, according to our ancient texts is traced from 
archika (one note), ghatika (two notes), samika (three notes), swarantara 
(four notes) audava (five notes), shadava (six notes) and sampurna 
(seven notes). Organised music at its earliest stage was confined to four 
notes. Gradually it was realised that a combination of seven notes in 
ascending and descending order in that sequence would give a complete 
picture of a raga. In this context, two terms must be explained. The 
arrangement of the seven swara in the ascending order of increasing 
frequency is called arohana-, similarly the arrangement of the same set of 
swara in the descending order of decreasing frequencies is called 
avarohana. These two terms are commonly used in the language of 
music. To give an example, take for instance the raga, kalyani. It has all 
the septa swara-s in the arohana in increasing frequencies and in the 
avarohana in decreasing frequencies. We thus arrive at one set of raga-s 
that have all sapta swara-s in the arohana and the same set of swara-s in 
the avarohana. The point to be noted here is that both in arohana and 
avarohana, the swara-s are identical. There are only 72 such 
possibilities. These 72 raga-s are called the janaka raga-s, because it is 
this set of raga-s, which give birth to a multitude of raga-s. They are also 
called melakarta raga-s or mela raga-s. To clarify further, a raga may 
have all the seven swara-s both in arohana and avarohana, but even if 
one swara in the group is of a different frequency, either way, it cannot 
be branded as a melakarta raga. To quote an example, the raga, bhairavi 
has all the seven notes both in arohana and avarohana, but the frequency 
of dhaivata is different in arohana from that in avarohana and, 
therefore, does not constitute a melakarta raga. Bhairavi is a derivative 
of the melakarta raga, natabhairavi. There are many such examples. The 
new raga-s that are derived or bom out of melakarta or janaka raga are 
naturally called janya raga-s. We thus have two major groups of raga-s, 
janaka and janya. One point has to be clarified in this context. Though 
less than seven swara in the arohana and/or avarohana can create a 
raga, a minimum of five swara is essential to constitute a complete 
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framework of a raga. Further sub-division of janya raga-s, to some 
extent, is also worth knowing. While a melakarta raga has all the seven 
swara-s both in arohana and avarohana, the janya raga may have 5- 
audava, 6-shadava and 1-sampurna swara-s in both arohana and/or 
avarohana. Eight such possibilities are: 


Kind of janya raga 

Arohana - Avarohana 

HSggH 

Kriti 

shadava - sampurna 

srgmpds - sndpmgrs 

kambhoji 

evarimata vinnavd 

audava - sampurna 

srgpds - sndpmgrs 

bilahari 

pariddna michite 

sampurna - shadava 

srgmpdns ~ sdpmgrs 

bhairavam 

mariydda gddayya 

sampurna - audava 

srgmpdns ~ sndmgs 

sdramati 

mdkshamu galadd 

shadava - shadava 

srgmdns - sndmgrs 

srTranjani 

bhuvini ddsudane 

shadava - audava 

srgmdns - sndmgs 

ndtakuranji 

amba pdhi janani 

audava - shadava 

srmpds — sndpmrs 

saraswati 

anuragamu leni 

audava - audava 

srgpds - sdpgrs 

mohana 

nanu pdlimpa 


To sum up what has been said about the raga-s so far, a raga is built 
up through the combination and interrelationship of the basic seven notes 
of different frequencies in conformity with the recognised aesthetic laws, 
always with reference to the adhara shadja, the tonic note. Raga-s can be 
broadly classified into two groups, the melakarta (janaka ) raga and 
janya raga. While the former has all the seven notes of specified and 
successive frequencies, vis-a-vis the raga under reference, in the 
ascending ( arohana ) and descending ( avarohana ) order, in a janya raga 
the frequency of a single swara may be different in arohana and 
avarohana, although the raga may have all the seven swara-s. Thus even 
if it means a different frequency of a single swara, it cannot be 
accommodated in the group of janaka raga-s. It may further be classified 
into eight varieties depending upon the number of swara that get deleted, 
either in the arohana or avarohana or both. The scale of the janya raga 
has a direct bearing on the swara of the janaka raga. 

When krama sampurna is maintained, i.e., all the seven swara-s 
appear in the order of succession in arohana and avarohana, there is no 
irregularity. Further classification of janya raga-s will lead to greater 
confusion. However, the understanding of the classification of melakarta 
raga-s to a limited extent is required. In this effort, the role of the swara, 
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madhyama is significant. To start with, these 72 melakarta raga-s are 
divided into two groups. In the first 36, the shudha madhyama (note of 
the lower frequency) occurs as a constant note and in the second group of 
36 i.e., from 37 to 72, the prati madhyama (of higher frequency) occurs 
as a'constant note. Thus in reality, if the shudha madhyama in the first 36 
raga-s is replaced by prati madhyama, without any change in the rest of 
the swara, it makes an ocean of difference and a fresh crop of 36 more 
raga-s are arrived at. For instance, if shudha madhyama in the raga 
sankarabharana is replaced by prati madhyama, it gives rise to the raga, 
kalyani. Thus, the note madhyama acts as a fulcrum in the major 
classification of melakarta raga-s. A table showing the classification of 
the melakarta raga-s is found in the Appendix. 
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Gamaka : The essence of melodic structure 

"If we find that a piece of music moves us , we mean that it arouses us. 


L et us now deal with raga elaboration, which is referred to as 
alapana. In Hindustani music alapana is called alap. Since alapana 
is essentially manodharma sangita, it is necessary to explain what 

i 

manodharma means. This can be elucidated with a suitable illustration. 
Take for instance, the Western Musical concert. In say, a symphony, 
there are several players on different instruments, sometimes as many as 
a hundred; but there is only one conductor who guides them and directs 
them. He has choreographed the entire operation, as to which instrument 
should be played when, how and how long. Each participant has been 
supplied with worked out notation as for as he > is concerned. The 
concerned artiste has to play according to the notation. In other words, it 
is the conductor who plays the main role and not the performer. The 
conductor is primary and the performer secondary. The conductor guides 
the piece already composed. Even so, the conductor has limited role. It is 
in essence readymade music or what is referred to as kalpita sangita. On 
the contrary, in Carnatic music, whether the artiste sings alapana for five 
minutes or fifty minutes, it depends entirely on the proficiency of the 
performer. All he does is creation of new ideas on the spot or extempore. 
The ideas generate as the artiste sings or plays. This is in contrast to 
kalpita sangita and is referred to as manodharma sangita. The 
manodharma content in Carnatic music is pre-eminent. 


Before describing how alapana is expected to be developed, it is 
necessary to get familiar with a few aspects of the decorative features of 
alapana the most important of which is gamaka. In alapana, gamaka 
contributes to a fair measure of melody. Gamaka, as explained in 
glossary “is the collective term given to the various shakes, graces, 
ornaments and embellishments used in Indian music”. According to 
Bharata, “Music without gamaka is like a moonless night, a river without 
water, a creeper withut flowers, a lady without ornaments and a flower 
without smell”. Gamaka is produced by shake or quiver of the swara in a 
particular way and thus pleases the listener. “ Swarasyakampo gamakaha, 
srothruchit sukhavaha ”, meaning, that which produces sukha (pleasure) 
by applying quiver to the swara is called gamaka. Gamaka is inseparable 
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from even the smallest phrase. It is not mere accidental ornament; it also 
enhances the melodic content of alapana. The remote resemblance to 
gamaka in Western music is Vibrato or Poiutmento. In kriti-s, gamaka is 
woven into the structure. To trace the antiquity of gamaka, one can find 
this grace in the recital of mantra-s of sama and rig vedas. 

The improvisation, inclusion and usage of gamaka may said to have 
attained greater credence with the advent of Thrimurthi-s and their 
contributions. When carefully examined, it is noticed that each one of 
the kritis composed by these vaggeyakaras has the input of gamaka in 
varied measure. The feature is more pronounced in the compositions of 
Dikshithar and this is one of the reasons why his kriti-s have enhanced 
raga bhava. 

There are several types of gamakas, the detailed description of which 
is not needed here. 

NSraval 

Neraval is yet another part of manodharma sangita, which is not 
confined only to pallavi singing. It has a major role to play in the entire 
format of a classical concert. The methodology of singing, be it raga, 
thariam and pallavi (RTP) or otherwise, is the same. It is extemporising a 
particular section Of a song or the entire portion of a pallavi and 
portraying it in all colourful ways, so as to bring out the raga bhava, 
raga lakshana and also sahitya bhava within the framework of the tala, 
the piece is set to. It is therefore essential that the selected section of the 
song for neraval should be judiciously done. The message conveyed 
therefore is very vital. Bhava and laya are critical. Every akshara of the 
sahitya has its place pegged in the cycle of the tala and no liberty can be 
taken in derailing it. The artiste has the option however, to select any part 
of the song for neraval as long as it is me aningf ul 

Structure and presentation 

The neraval has sections in its execution, the vilambakala neraval and 
:he drutakala neraval (the slow and faster speed respectively). While the 
? ormer is richly bhava oriented, in the latter case greater importance is 
given to laya. At the commencement, the neraval normally starts at the 
'iayi at which the original phrase in the kriti is set and later moves on to 
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the other octaves for elaboration in a systematic and organised way. The 
vilambakala neraval, in particular, is always captivating because of the 
combined impact of the melody and sahitya. An intelligent singer 
exploits such a situation in building and maintaining the tempo. The 
singer finally comes back to the swara stayi and swara sthana from 
where the exercise was taken up. This principle applies to drutakala 
neraval also. The only difference is that in the latter case, the lay a takes 
over in an impressive way introducing various rhythm patterns 
combining with tire percussion movements. It should be emphasised that 
all kriti-s are not amenable for neraval. Eduppu or takeoff point is 
important in neraval exercises. It may be at samam, atitam or anagatam. 
Unlike the pallavi in a normal kriti, in shudha pallavi-s, which are 
specially framed for ragam, thanam and pallavi, there is greater 
academic interest. 





Raga Alapana 

"Eloquence is hard to achieve in music* 

T\aga alapana in Carnatic music is a function of creative or 
V. improvised ( manodharma ) melody as opposed to coined or 
fabricated ( kalpita) music. Alapana is an abstract essay of a raga. The 
word alapa means “spread” or “spread out” the raga. The main idea of 
alapana is the delineation of a raga. The next question evidently is what 
is a raga ? To put it in simple terms, a combination of swara-s in certain 
order of ascent (called arohana ) and descent (called avarohana) 
produces a raga. It is not just haphazard combination of swara-s; there is 
some order in this combination. Essentially it must have some aesthetic 
and melodic content. Every such combination is intended to produce 
melody. The other important and inevitable criteria are, that there should 
be a minimum of five swara-s in arohana and/or avarohana. In 
presenting out a phrase of alapana, the swara-s are not spelt out as such, 
but they are substituted by certain syllables like ta dha ri ni etc. 

Alphabets, words, phrases and paragraphs 

Just as there are alphabets, the combination of which form words, 
words into phrases and phrases to form sentences, and finally a 
paragraph, a raga can be developed by the combination of swara-s 
(alphabets) to form short sangati-s (phrases) and combination of these 
sangati-s (sentences) and finally to present a paragraph (raga). But these 
words and phrases and sentences of music have also to follow some 
grammar as in English language. It is not just a random combination of 
letters, which form a word. For instance, there must be an oval in a word, 
to give necessary intonation. Similarly, in a musical sangati, the presence 
of the swara (note) sa is inevitable, whatever be the raga. Every word of 
a language conveys some meaning and similarly every musical phrase 
must mean something in terms of musical expression. Let us go a step 
; further into the analogy of language. We may be speaking of a particular 
subject, say physics, and in physics, it may be nuclear physics. When we 
|§alk of this subject, we keep on framing sentences within the frame work 
|jof this subject only and take care to see that we do not mix up with, say, 
f : anatomy of human body. In the same way when we form sangati-s of a 
particular raga, say mohana, we do not mix it up with another raga, 
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however close it is. Let us now take a concrete example of raga, 
mdhana. It has a framework of swara-s, sa ri ga pa dha sa in the 
arohana and sa dha pa ga ri sa in the avarohana. When we form phrases 
say, ga ri sa dha sa ri ga, and another ga dha pa ga ri ga and yet another 
sa dha pa ga ri ga, we see that these sangati-s are within the framework 
of the raga and so make some sense. Thus, framing sangati-s or phrases 
in different octaves, starting from the lowest to the highest in a cogent 
way form a paragraph or an essay of alapana. The modalities and fomiat 
of alapana will be discussed later. In combining these swara-s, there is 
yet another crucial gene, as it were, which contributes to the essence of 
melody in the phrases of the alapana. This is called the anuswara or the 
hybrid note. The main function of this anuswara is to bridge one note 
with the other, either in the ascending or in the descending order; like 
one taking over from the other as in a relay race, as for example, dha A pa 
or ga A ri in the same raga. It is a smooth swing from one to the other 
without any break. This is called the gamaka. 


Now that we have learnt the structure of the alapana, let us examine 
the sense and sensibility of this attempt. There are many raga-s in 
Carnatic music, theoretically a minimum of 34,776, each having it own 
configuration, its defined swara-s and its framework, all accommodated 


within the 72 major raga-s called melakarta raga-s (Appendix -Two). 
The question obviously is, ‘why is it that only a few raga-s are popular?’ 
The reason is simple. All raga-s are not pleasant to the human ear. They 
cause some disturbance or unpleasantness. The phrases or sangati-s thus 
formed by the combination of swara-s in these raga-s do not produce 
melody; they produce just the opposite. The unsavoury and bitter result is 
called vivadi dosha. This apart, a large number of raga-s resemble each 


other and they have to be eliminated. In this process the remaining prove 
aesthetically pleasing. ; 

There is also a conventional way of singing the alapana-, therm i 
idea and a purpose. That purpose is to delineate the raga bt^^, 
spread the swarupa (personality), paint the landscape of the r3§||§|||| 
were, over a canvas. Thus if two artists paint this landscape, there 
two different pictures but yet pleasing, which depends upon i|§ 
imagination or the creativity ( manodharma ) of the artiste. 


iCiVci 

, . % ’ VA, <, 
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The framework 

The swara in a raga are meant to be used and used according to their 
importance, in the mode of a-kdra, to heighten their spectrum (swarupa). 
The tonic note or the adhara shadja of defined frequency in a melody is 
vital. This is the foundation over which the other swara-s built up with 
reference to adhara shadja in the raga rest. Melody cannot survive 
without spelling out the note persistently. Whether spelt out significantly 
or not, the note is always there. Singing or playing alapana is based 
entirely on common sense in that the alapana of a raga must cover as 
many octaves as possible (Appendix-One 'S ruti'). There are several 
technical terms used in describing various stages in the development of 
alapana. For now, we better avoid all that but follow what they mean. In 
principle it starts at the lower octave in perfect alignment with the sruti 
(drone) of the tonic note. The entire process of presentation of alapana 
consists in coining various sangati-s by combining various swara-s in as 
many ways as possible. Within the set of swara-s the raga is made of, 
some play a major role and some less. The less important swara-s make a 
passing show as it were; this attitude is called alpatva as opposed to 
bahutva. There are also some swara-s, which dominate and stay 
persistently; they also form resting swara-s (called nyasaswara-s) in the 
display of the alapana. Speed or kalapramana is yet another important 
factor. The general procedure in practice is to start at a slow speed and 
gradually gain speed or combine different speeds in one expression. 
These are only theoretical concepts but in practice, a combination in right 
proportion of phrases in different speeds combined with nuances will 
form a good essay of alapana. Since alapana is a creative exercise, the 
art is based on the ideas the artist can generate. This is exactly file reason 
why the performance of a single artist varies in quality from concert to 
concert; so does the starting point in an alapana There are however 
some raga-s which have special impact if they are initiated at certain 
specific swara-s. For instance, a raga like atana generally commences at 
■ the higher octave with the combination of the swara-s, sa ri sa ntsa dha 
I dha, or a raga like anandabhairavi in the middle octave with the swara-s 
'&..pa dha pa ma dha pa ma pa ma ga ri ga or raga like rltigaida with 
swara-s ni dha ma ga ri ga, or even the raga, iankarabharana at the 
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lower octaves with the swara-s, sa sa ri ga ma ga ga ma pa ma ga. 
Many such examples can be illustrated. The idea essentially is to produce 
rakti. Jiva swara-s or the swara-s, which lends life as it were for the 
raga, should be highlighted.'They are, for example,' dhaivata in atana, 
antara gandhara in kalyani, madhyama and gandhara in hindola. In 
coining sangati-s, these swara-s are illuminated. 

Certain rdga-s may have similar scales and melodic functions. But 
some exaggeration of what is referred to as praydga (usage) makes all 
the difference. For instance, although the swara-s in the rdga-s, srl and 
manirangu are similar, the difference lies in the way the swara gandhara 
is linked tvith the preceding swara. In the case of sri, it goes with 
rishabha as ri A ga. And in the case of manirangu it is preceded by 
madhyama as ma'ga. Also the extension of the vowel linking madhyama 
with gandhara is significant. Similarly, the stress on the swara, nishdda 
in rjtigaula is different from that in anandabhairavi. Two rdga-s may 
have different scales, but have similar configuration of notes. The 
confusion commonly encountered between purvikalyani and pantuvardli; 
darbar and nayaki; or surati and kedaragaula are illustrative. It is 
nothing strange that several rdga-s, which have common parentage, have 
similarity. In such an event, in presenting the alapana of a particular 
raga within that gambit, the subtle distinction must be brought out with 
needed command and skill to identify each. To do this the artist must 
have a thorough knowledge and power of execution of the framework of 
each raga. 

AlSpana by past masters 
Ariyakudi 

It is in this connection that the styles of great masters and their sharira 
(voice culture) have to be taken into consideration. Let us take the case 
of maestro Ariyakudi. He is said to have set the trend for Carnatic music 
concerts, which is being followed to day. There are some special features 
in his presentation of alapana. To comment about his sharira (voice), it 
must be accepted that it was not steady although free flowing. However, 
it was rich, deep and broad at ddhdra shadja. There used to be some 
uncontrolled shake or quiver when he stayed at certain swara-s. 
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particularly in the lower octaves. But it used to be quite the opposite at 
the higher octaves and more so at tara shadja, absolutely flawless and in 
perfect alignment with the sruti. He had the masterly control in 
modulation and improvisation of his voice and was aware of his strength. 
At the higher octaves it was fine, pleasant and melodious. He was a 
consummate craftsman, and in his singing, he would give penetrating 
glimpses of eternity. His swift surprises would make one catch breath 
and set one’s imagination aflame. Even more important feature of his 
alapana was brevity. The average time he would take for alapana was 
about five minutes, even if it meant a piece in ragam thanam and pattern. 
He had adopted a madhyamakdla format and had his own designs of 
choosing the commencing point (graha swara) for a raga. For instance, 
it is panchama for raga-s, anandabhairavi and pantuvarali; and adhara 
shadja for raga, sankarabharana. He had his logical justification to do 
so. The sangati-s in his alapana were basically in innovative fragments 
impossible to be reproduced. Generally he would not stay for long at the 
lower octaves, but would jump to the middle or higher octave. After 
necessary but brief vinyasam he would cover up the entire gamut of the 
raga all over again in a fast tempo. 

M.D. RSmanathan 

Quite in contrast with Ariyakudi, Ramanathan had his own different 
format. As a slow singer he had remarkable depth in his voice and would 
put the ablest accompanying violinist to nullity. The leisurely pace and 
accompanying wisdom had an erudition, which could be explained as 
“common sense to uncommon degree”. He would stay at the lowo: 
octaves longer and put wealth of his voice to the best use; it used to be 
immense and titanic. There was at the same time profound peace. The 
listener was given sufficient time to ruminate every sangati. He could 
delve in drutakala scmchara too, but it was always limited. His alapana 
sang music and poetry at one and the same time to dream about for the 
rest of our lives. 

GNB 

GNB was basically a very intelligent singer. It. was he who clearly 
identified that each raga deserves a treatment of its own depending upon 
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the merits of the raga vis-a-vis the kriti that followed. In his research he 
found out how a rare raga can be projected equally well in spite of its 
limitations. For instance, it was he who projected the image of the raga 
andolika in its true perspective and qualified it as a raga fit enough for 
elaboration in concert music. Compare it with what he does for kalydni; 
it is an entirely different approach, more extensive and broad based and 
magnanimous. He was of the conviction that uniform norms cannot be 
applied. He weaved the sangati-s with countless shuttle. He looked back 
and forward at the same time, a swift binding strands here, another here, 
a sudden gathering up of a skill, a marvellous unravelling of it, with 
ceaseless flash. A man of rhetoric, all vivid and clear and invested with 
not an ounce more of energy than needed. For instance, the ocean of 
melodic wealth at nishada in todi or kalydni is something to be listening 
to and talked about. Think of any intricate exercise in alapana in any 
raga; he used to do it with profound ease. 

Learning the technique of dldpana 

Learning the technique of alapana is not workable in principle. But 
how does an artist resort to alapana ? How are ideas generated? True, to a 
great extent, it is intuitive; it is a gift. Nevertheless, ideas in alapana and 
sangati-s in alapana are there for us to find out in the kriti-s themselves 
because, kriti-s are based on raga bhava and raga bhava in turn gives 
rise to sangati-s in alapana. Amongst the trinities, it is Dlkshitar who has 
impregnated or installed maximum raga bhava in his compositions. In 
the slow movement of his songs, it is even more evident. Careful 
observation reveals that if the lyric ( sahitya ) in his songs are directly 
substituted with a-kara (syllable a), it automatically reveals a sangati of 
the concerned raga. Take for instance, the phrase, vasavadi sakaladeva, 
in the kriti, sri subramanyaya namaste. In this, the raga, kdmbhdji is 
strikingly revealed. Similarly, phrases in songs, chetah sri in raga 
dvijavanti, kshitijaramanam in devagandhdri or the navavarana kriti-s 
are some good examples of such data. Thus a clear synopsis of the raga 
emerges. With such beginnings and later on adding one’s own 
imagination, the technique of singing alapana can be built up. A clear 
sense of swara gnana and a good concept of raga structure will go a long 
way in developing this skill. As already stated, the essential feature of 
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alapana is its aesthetics. Indian music is founded on the bhava of the 
raga. Classical music compositions are based on raga lakshana-s 
(character and personality). As mentioned earlier, the word alap means 
spread. Alapana means to describe musically the complete personality of 
the raga in all its details including dashavida lakshanas, and gamaka-s, 
all in a captivating way. It also means usage of certain syllables, a, l, o, 
v i tha, dha, ri, no, them and apply them to correct swarasthana-s 
(frequencies) in extending the format of a raga. In alapana, only some 
rdga-s yield themselves well for such elaboration, while some others do 
not There are several stories going round that Todi Seetharamaiah sang 
the raga for eight days. There are some names of experts synonymous 
with the names of the rdga-s, like Atana Appaiah, Sankarabharana 
Narasaiah, Begada Subramania Iyer, Bilahari Kempegowda, etc. 

Let us, for a moment analyse the arohana and avarohana of the raga, 
mohana. The raga, mohana is formed by the swara- s, shadja, chatusruti 
rishabha, antara gandhara, panchama, chatusruti dhaivata, the swara-s, 
madhyama and nishada are deleted. The raga is a combination of five 
swara-s and therefore is an audava raga; ga and pa are amsa swara-s, or 
resting notes. Now, in place of the swara-s in the order of ascent and 
descent, let us try to substitute the a-kara, taking care to see that correct 
swarasthdna is maintained. In this trial, what is derived is a phrase or a 
sangati in the alapana of the raga, mohana. Let us go a step further and 
malff; a combination of the swara-s of the raga in a zigzag way and yet 
retain the a-kara; a new sangati of the raga is derived in this process. To 
give a practical example, consider the kriti, rajagopalam bhajeham of 
DTkshitar in mohana. The first sangati in th epallavi of the kriti runs with 
die notation thus: sa sa pa, ga pa dha sa dha pa ga pa ga ri sa ri ga, ri 
ga pa. If these are substituted with a-kara, a rakti sangati of mohana 
emerges. This is how sangati-s in the alapana of a raga can be created. 
Vilambakala kriti-s of Dlkshitar in particular are ideally suited for such 
initial exercises in the construction of alapana phrases. There are many 
more important elements, which when combined with the said notes 
enhances the aesthetics of the alapana. One of them is called the 
anuswara, which is a latent note between two swara-s. To illustrate this, 
consider the swara, dhaivata in mohana. While singing this swara in 


Raga Sudha 



Music 



43 

alapana, it is not held as a flat note. There is an oscillating movement or 
a swing, so to say, in the sense that this swara emanates from the lower 
frequency swara pa and moves in combination as pa-dha, where pa may 
be considered as anuswara. It is a sort of touch and go exercise. This is 
referred to as jaru (slide) and is classified as a type of gamaka. 

The structure 

In presenting the alapana of a raga, the artiste is expected to follow 
some criterion, which are based on the components or segments in the 
structure of alapana. They are described in brief: 

Akshiptika will show up initially the entire personality of the raga in a 
brief way, i.e., the alapana will start with the adhara shadja and brings 
out the raga lakshana in the mandara (lower) and madhyama (middle) 
stayi-s (octaves). In this movement, it should be possible for listeners to 
identify the raga. In short, the sanchara-s (movements) should contain 
specific phrases or combination of swara-s, which identify the lakshana 
of the raga. The same procedure is adopted if the commencement of the 
raga is at the tara shadja or the higher octave and later moves down to 
the middle or the lower octave. Thus, akshiptika can also be called the 
introduction to the raga. 

Ragavardhani is the next stage in the elaboration of the raga alapana. 
This is probably the most vital and widespread section of the alapana. In 
the ragavardhani itself, there are four stages. The alapana starts with the 
adhara shadja and moves on to mandara stayi decorated with attractive 
gamaka-s. It just touches the tara stayi and combines with bahutva 
(generous) movements. A good part of it consists of vilamba (slow) 
sanchara-s. The second stage of ragavardhani employs usage of more 
rakti and ranjaka movements and brings out the hidden melodies of the 
raga. In this stage, the commencing and concluding stayi-s are the same 
as the first, but the entire operation consists of more madhyama stayi 
sanchara-s. In the third stage, the development is confined to the tara 
stayi sanchara-s. The final stage has Mainly the madhyama and 
drutakala (speedy a-kara or briga) movement. 

Stayi is the third anga where, within a limited sweep, as many 
sangati-s as possible in the alapana are envisaged. There are two 
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varieties in this concept, namely, the arohana stayi and the avarohana 
stayi. In the former the feature follows the arohana krama , i.e., 
commencing the sanchara at adhara shadja and without touching the 
higher note, make combinations in the madhyama stayi alone. This is 
also called madhya stayi shadja alapana. Similarly one can visualise the 
madhya stayi rishabha alapana. 

Vardhani is the fourth and the final stage. Vardhani or makarani is to 
sing the alapana in three speeds and finally end up at adhara shadja. 
Though the above is a theoretical analysis of the structure of alapana, 
much depends upon the variable factors amongst which, the most 
important is the quality of the timbre and its pliability. It varies from 
singer to singer and consequently, the fabric of alapana also changes 

accordingly. In conclusion it must be emphasised that the treatment 

' 1 1 1 , " 

given to alapana when it precedes the normal kriti-s is quite different 
from that which precedes a rdgam , thdnam and pallavi. 
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Swarakalpana 

"The purer the music, the less there is to be said about .' 
ry warakalpana or kalpanaswara is yet another branch of manodharma 
O (creative) sangita. It is relatively less difficult than alapana in the 
sense that there are some guide factors readily available to carry out this 
musical operation. These guide factors are swara-s themselves. As long 
as the performer is well conversant with the raga, i.e., the swara-s and 
their place in the corresponding scale, the exercise becomes that much 
easier. Swarakalpana exercise basically is the combination of swara-s of 
a particular raga in all possible sequences within the ambit of the raga 
both in arohana and avarohana, and to set norms of grammar and 
aesthetics. To give an example, let us go back to the same analogy of the 
letters and words, where letters correspond to swara-s. Take for instance 
the word; ‘correspond.’ Many other words can be formed out of the 
letters in the word, like pond, respond, done, core, send, poor, spend, 
cone, door, etc. The only norm is that one should not borrow foreign 
letters; whatever is constructed must be meaningful. Even witty and 
attractive combinations can be made, say for example, from the word 
‘mother-in-law’, one can arrive at a witty word, ‘woman Hitler’. 

Let’s go a step further. Take a critical example like the raga, mohana. 
The cycle of the raga is , sa ri ga pa dha sa, sa dha pa ga ti sa. Within 
these limitations many combinations can be made - ga dha pa ga ri sa, 
ga pa dha ri sa dha pa, ga dha pa, pa sa dha, dha ri sa, etc. Such 
combinations can go on endlessly. The exciting and dramatic feature in 
these exercises is eloquence and fluency in making odd and yet, pleasing 
combinations, be it slow or fast speed. The swara-s so combined should 
be pleasing and artistic, both individually and collectively. Swara-s are 
relevant only in relation to each other. One must take over, as it were 
from the other, whatever be its place in the cycle (murchana). In such an 
exercise of reaching much above or below the reference point in the 
cycle (called dhatu swara-s), the frequency or the swarasthana must be 
strictly adhered to. Harmony and consonance must be maintained in such 
relationship. The skill of building up the relationship between swara-s 
and framing 'melodious phrases out of them is what matters in 
swarakalpana. 
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The tough portion in this process is due to the fact, that eduppu 
(commencing point) and the length of swarakalpana (half cycle or one 
cycle, etc.) put more constraints on the singer. In aldpana, one can 
minimise the emphasis on lengthy swara-s, or chain the sangati-s. But in 
the case of faster swarakalpana, one has to live with it and innovate. 
Madurai Mani ushered in the art of creative patterning by the 
replacement of the swara-s by extending the vowel in its place and 
reducing the swara count. 

Swarakalpana is an impressive feature in manodharma sangtta. It is 
always governed by the tala of the corresponding kriti. It is to coin 
swara-s of a particular raga at the selected part of the kriti and maintain' 
coincidence with the starting point of the sahitya. Here too, the eduppu 
has a crucial role. In this endeavour, it is spectacular to find the artiste 
making endless combinations of the swara-s creating unique melody and 
rhythm. In selecting the right place for swarakalpana, considerable 
imagination is needed. Some kriti-s like chakkani rajamargamu or m 
subramnyaya namaste offer more than one place in the kriti for playing 
the swara-s in the charana alone. An intelligent singer uses all these 
places in succession and keeps changing the swara graha-s. In 
swarakalpana, the end swara should be in harmony with the 
commencing swara of the sahitya, either the next lower or the next 
higher. The shrewd uses of the vddi and samvadi swara-s have a 
significant roll to play. In entirety, the combination of swara-s and 
nadai-s (rhythm patterns) add a majesty. Normally swarakalpana ends 
with what are called firmanam-s, muktayi or makutam. This constitutes a 
group of swara-s set to different nadai-s, like tisra, chatusra, etc. or a 
combination, which repeats thrice. If they are far too extended, they turn 
out to be mind boggling; elegance Should be maintained. Exercises in 
swarakalpana may be in two phases; slow and fast (double the first 
speed) but need not necessarily be so. It all depends upon the item 
chosen and the duration it lasts. The general trend however, is to play 
short but faster 1 spells in the initial stages of the concert to build up fee 
tempo and get more academic as the concert progresses. The ultimate 
effort is restricted to ragam, thanam and pallavi. Within the set norms of 
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swarakalpana,- there are significant but differing styles. This can be 
better understood by describing the styles of past masters. 

Madurai Mani 

The one maestro who has left lasting impressions as a great expert in 
singing swarakalpana is Madurai Mani. On of the highlights of his style 
is perfection and consistency, a marriage of refreshment to the mind, ear 
and spirit, an intensity which penetrates to all parts, always accurate 
balanced and natural. Name the raga; he would go about with effortless 
eloquence. It is a stream of clear water fresh and cool. An artiste who 
was exceptionally careful about the sruti, his free flowing swara-s would 
pleasantly merge with the tambura and mridangam, setting tune and 
identifying the difference between ‘'living rhythm and dead time 
beating.” The loveliness and holiness lived on and on. There were no 
confusing calculations, no worked out phrases; it was all spontaneous 
and thrilling. It would, in turn send the accompanists to rapture of 
excitement. His work never grew old; it was beyond space and time. 

Ariyakudi 

On the contrary Ariyakudi had a provocative style. As in his alapana 
he was a lover of madhyamakdla sanchara-s. Short phrases in 
innumerable varieties housed in calculated pulses of the section of a tala 
and commencing at the same point every time clearly sent signals of the 
percussion expert about the pattern. In tune with this design, the expert, 
more often Palghat Mani Iyer, clearly knew the trick, like where to 
commence and when to be silent. He was known for the swift surprises 
that make one catch breath and set one’s imagination aflame; the interest 
is sustained. There are constant varieties of movements. It moves the 
heart, excites the nerves, arrests and engages the cutest intelligence. As 
in his alapana, brevity was his forte and in a short time he would present 
a glorious landscape. He too never indulged in calculated koruvais. 

GNB 

GNB, to put in few words, was an “aristocrat in intellect and democrat 
in sympathies” There was no looseness or scrappiness; on the contrary, 
there was opulence and gesture of greatness. 
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Semmangudi 

There is no one to match him in his mastery. He can creep into any 
hazardous complexes of a rage and smilingly come out in flying colours. 
It all sounds so easy but one can dare attempt even the simplest of these 
riddles. Rdga-s like dvijavanti, rasikapriya, kuntalavarali to name a few, 
meekly surrenders before him revealing all their complexities and 
concealed colours. Again, it is all in the format of sarwalaghu, swara-s 
seldom extending with koruvais (vowels). Every detail is structurally 
whole. In a twinkling of an eye he changes earth into heaven, always 
most loveable, spontaneous, extravagant and fragrant. 

M.D. RSmanathan 

There is no difficulty in understanding the style of MDR. He only asks 
for patience. It takes sometime to appreciate the marvels of his 
conception and the execution in his approach. 

$$$$$$ 


Togo Sudha - Understanding Carnatic Music 



49 

Rhythm in Carnatic music 

"Rhythm, melody and harmony are of ordering tones 
so that they always Interact and form relationship“ 

T o study rhythm is to study all of music. Rhythm both organises and' 
is itself organised by all elements that create and shape musical 
processes. There is no life without sound; likewise rhythm has 
manifested itself in every field of nature, both in time and space. Every 
feature of activity and movement in Nature is governed by rhythm. The 
best example of rhythm is the heartbeat, which occurs exactly 72 times a 
minute. Thyagaraja has used the words swam, laya in several of his 
compositions like vara raga laya, swara raga sudharasa, sogasuga 
mridanga talamu, raga sudharasa, etc., emphasising the importance of 
rhythm in the construction of kriti-s and related subjects. The romance of 
rhythm is striking in music, whichever system it belongs to. 

It is said that man danced before he spoke. There is rhythm in this 
dance. There is time measure in human speech. Some people speak fast 
and some slow. It varies from person to person and is also based on 
emotions. In anger, it is one measure; in sorrow, it is another and in love 
it is yet another. Daily events like the running of a train, the barking of a 
dog, the sound of waves, all have rhythm built in them. The human 
instinct is to enjoy rhythm first and only later, music. 

Our predecessors have framed several slokas, which are set to rhythm 
and scale, the combination of which produces music. Amarakosa is one 
such fine example, which perfectly fits into a time scale. Another good 
example is what children used to recite at home in the evenings in the 
past. 

Rama Rama jaya raja Rama 
Rama Rama jaya Sita Rama 
Shudhabrahma parathpara Rama 
Kalathmaka parameswara Rama 

If a tribal group, untrained in art, begin to dance, there is spontaneous 
measure of time. Even more relevant example is the sound produced by a 
horse on the run. Irrespective of the speed it runs there is certain 
regularity of the beat. The beat may change with the change in the speed. 
Again between the beats one can identify a “time interval.” Thus, three 
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fundamental features can be established in this example, the beat, the 
interval between the beats, and the speed. Music systems like pop, jazz 
and Indian film music induce the beat even more liberally, and however 
simple or complicated the music is. 

To measure time, our grammarians and ancestors have found a means 
and that is called the tala. Sound transformed into rhythm is called tala 
in Carnatic music. In the above example of horse running, the beat can 
be referred to as tala, the time interval between beats as laya, and the 
speed as kalapramana. To be more precise, while tala is musical time or 
unit of measurement, laya refers to the time measure. If tala is a constant 
unit, it may be influenced by the laya, either way, in acceleration or 
retardation. Tala, therefore, should not be mistaken for laya. For 
instance, we say that a kriti is set to a particular tala and not for a 
particular laya; similarly we say that the artiste has good laya gnana and 
not tala gnana. 

The popular saying srutirmata layah pitaha means that sruti is the 
mother and laya is the father of music. The combination of both 
produces divine ecstasy. One cannot exist without the other, however 
! rich each by itself may be. Intricate and innovative exercises in tala, be it 
; solo or in combination with a kriti, produce captivating impact and the 
j listener is carried away by it. Playing complicated and innumerable 
rhythmic patterns over a percussion instrument like mridangam generates 
excitement, even in a layman. Tala can best be defined as a means to 
measure or control a musical time cycle. It governs the rendition of a 
musical composition, dance or percussion solo. 

The tala system in Carnatic music is arduous to understand and 
elusive to follow. Sometimes, it is as intricate as it is baffling. There is 
considerable amount of grammar and mathematics in it. It is an 
indisputable fact that a good section of the general audience in a concert 
fails to follow the intricacies of tala, much less understand the 
contribution of the percussion specialist. At best, most of the listeners 
follow the general rhythm and the cumulative effect of the teamwork. It 
is also commonly observed that when there is a solo percussion 
performance ( taniyavartanam ), a good section of the audience either 
f takes it as an intermission or may even decide to go home. It certainly is 
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not the mistake of the listener. The simple fact is he cannot follow what 
is played. 

The concept of Tala 

In reckoning distance or time, a starting point is essential. If one says 
that the height of the hill is 3000 feet, it must have a reference point as to 
where it is measured, i.e., the ground level. Similarly, if it said that the 
cyclone is likely to strike in four hours, the question immediately rises as 
to which place it is going to strike. A dancer needs a stage to perform; 
one cannot dance in space. Likewise, a phrase of tala can be stated in 
musical notation ( sollu ) as thaka thari kita naka thathingina thorn. But to 
accommodate this phrase a definite space in terms of time is necessary. 
The sollu referred to can be accommodated in any of the tala-s in the 
Carnatic music system, without which it makes no sense. To understand 
this intricate subject, let us go from the known to the unknown. In 
keeping up the time measure in a Carnatic music concert, it is observed 
that the singer makes use of his fingers and palm. This directly helps in 
maintaining a constant time and time interval. 


Just like the seven swara-s there are only seven tala-s. The seven 
major groups of tala-s are, druva, maty a, rupaka, jampa, triputa, ata ai 
eka. There are five varieties in each of this group. Thus we have a to| 
of 35 tala-s. The seven major tala-s and their varieties are also reckon* 
in the mode of what is called laghu and druta, but the counts vary froi 
tala to tala. The sapta tala-s, their varieties and the number of aksh&rt 
or aksharakala-s (counts) in each are represented in a table at the ei|l o| 
this chapter. | 

It is of interest to note that most of the composers have framed theij 
songs in adi tala. The compositions in the rest of the tala-s arj 
comparatively less. Some of these compositions vary in speed; som* 
move fast ( madhyamakala ) and some, at a slower speed (yilambakdla). 
The speed with which it moves or progresses is called kalapramanf. The 
concept of kdlapramana can be seen in daily life. The nearest example is 
walking, which may be fast or slow. When it becomes very fast, it 
assumes the proportion of running. Similarly, in rendering songs, an 
optimum speed is set for each song. If it moves faster or slower than 
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intended, it loses its grace. If the composition moves at madhyamakala, 
each aksharakdla, whether laghu or druta, is measured as single count, 
and is referred to as 1 -kalai; if slower it is 2-kalai and is counted twice. 
As this movement is slowed down, the aksharakdla-s in turn are counted 
for longer duration; it may extend as long as 8 or 1 6-kalai. However, 
whatever the kdlapramana, it should be adhered to rigidly till the 
completion of the composition. A few examples of popular kriti-s in adi 
tala in different kdlapramanas are listed below: 


Madhyamakala kriti-s 
Vathapi ganapatim 
Sitapati namanasuna 
Manasuloni marmamulanu 


Vilambakdla kriti-s 
Kaddannavariki kaddu 
Entarani tanakenta poni 
Chakkani rajamargamu 


There is yet another important feature regarding the construction of 
kriti-s in relation to tala and that is called the eduppu or the take off 
point of the kritl Thus, the song may commence with the start of the tala 
(or with the beat) when it is called samam; when it commences before 
the start of the tala , it is called atitam; or in case the song commences 
after the tala, it is called andgatam . A few examples of the compositions 
of the three varieties are given below: 

Samam Atitam Andgatam 

Elavataramu Ambanannu Manasuloni 

Marivere Ninnuvinaga Kanakanaruchira 

The commencement of the kriti in andgatam is of special interest. In 
such cases, the commencing point may be immediately after the first 
beat, reckoned as 1/4 unit, 1/2 unit or 3/4 unit, and called kal-edam, are - 
edam and mukkal-edam respectively. The kriti-s commencing in 3/4 
edam are also called desadi tdlam. A few examples of songs 
commencing in desadi tdlam are listed below: 


Manavinalagincha radate (nalinakanti) 
Enta nerchina enta juchina (shudha saveri) 
Marugelara 5 raghava (jayantasri ) 
Raghunayaka m padayuga ( hamsadvani ) 
Aparadhamulanu norvi Qatangi) 

r 

Sri kdnta ntyeda ( bhavapriya ) 

r 

Sri raghukulamandu butti ( hamsadvani ) 
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ThrimUrthi-s and their contribution 

Let us now study how the Thrimurthi-s have used the tala structure in 
framing their composition. The three vaggeyakara-s, Shyama Sastry, 
Thyagaraja and Muthuswami Dikshitar, were bom within a span of 13 
years. The senior most, Shyama Sastry was bom in 1762; five years later 
in 1767 Thyagaraja was bom and eight years thereafter, Dikshitar was 
bom. In the construction of their compositions, each had a unique and 
independent style. Prior to the advent of Thrimurthi-s , the musical 
compositions were sahitya oriented and music was secondary. The 
Trinities discovered both laya and sahitya in music and utilised them to 
the full extent. While Thyagaraja conveyed sahitya bhava in his 
compositions, Dikshitar was expert in conveying raga bhava. Shyama 
Sastry was a wizard in laya. The laya patterns the Thrimurthi-s used 
were essentially in Mi l-lcalai and 2-kalai, tisra triputa l-kalai and 2- 
kalai, misra jampa, Mi tisra nadai and misra chapu. 

Thyagaraja is known for composing different songs in different speeds 
(kalapramana ) in the same raga. Here are a few examples. In the raga, 
shudha saveri the kriti, ddrini telusukonti is in Mi tala. It has a unique 
structure in that, every akshara in the sahitya coincides with the beat and 
the song as such, gives enormous scope for coining myriad sangati-s 
(varieties. of musical theme developed step by step). These sangati-s 
form interesting and different patterns of laya. On the contrary, in the 
same raga, he has composed a fast moving kriti, kalaharanamelara in a 
simple and pleasing way. In the raga, darbdr, the kriti, mundu venuka is 
dignified, slow and punctuated with enormous leisure ( visranti ), while 
yochana kamlaldchana in the same raga is faster and thrilling in its 
movement. In todi raga, the kriti, dasarathi ni runamu moves slowly and 
the letters are evenly placed, whereas, the kriti, kotinadulu dhanushkoti 
in the same raga has a different but attractive kalapramana. In the raga, 
asaveri, the pace of the kriti, lekana ninnu is quite different from that of 
mapala velasi. In contrary to the above, generally the kriti-s in raga, 
devagandhdri are distinctly slow as exemplified in the kriti, kshirasagara 
sayana. One of the rare examples where the kalapramana is slightly 
faster, is in the kriti, koluvai yunnade kodandapani. 
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Thyagaraja ingeniously combines the rhythmical and rhetorical accent 
at regular intervals in some of his compositions. Examine few charana-s 
in the kriti, ela ni dayarddu in the rdga atana: 

Balakanakamaya chelasujana paripala 
Snramalola vidruthasarajala subhada 
Karunalavalaghananltanavya vanamalikabharana / ela 
Varajaladhi gambhlra dhanuja samhara 
Dasharata sukumara bhudajanavihara 
Sakalasrutisara jalajamukha / ela 
Rajavandita padabdajanaka dinarajakoti 
Samathejadhanuja gajarajanichaya 
Mriga.ra.ja nadupai / ela 

Note the great accents highlighted above. They have a specific place, 
adding stress and impact, running in groups of eight aksharakala-s each, 
at regular intervals. The letter la is dextrously woven, adding to the 
beauty of the sahitya and laya. The pallavi has a slower pace compared 
to each of the charana-s. The contrast thus contributes to the excellent 
construction of the composition. It is so powerful because the pallavi in 
slower pace repeats each time the charana is over. 

Dlkshitar’s expertise in tala structure is also unique One of his 
scholarly contributions is the construction of navagraha kriti-s. It is not 
merely that in point of rdga delineation, the kriti-s range among the best 
of DTkshitar, but even in point of their tala build-up, they are unique as 
presenting a picture of suladi sapta tcda-s. A notable feature of these 
compositions is that the first seven navagraha kriti-s are set to seven 
tala-s in that very order. They are tabulated in the following table. 


Kriti 

Raga 

Tala 

Planet 

Suryamurte 

Saurdshtra 

Druva 

SUrya (sun) 

Chandrambhaja 

Asaveri 

Matya 


AngaraJca 

Suratt 



Budhamasrayam i 

NdtakUranji 


lESSZXESISSSESiHHHi 

f; Brihaspate 

r -- 

Atana 



%$risukra 

i/te- 

Pharaz 




Yadukulakdmbhd) i 

Eka 


Immaraniyaham 

-AA f i , 

Rdmapriya 

Rupaka 


f| mahasuram 

y .u, j - 1 

Chdmaram 

Rupaka 
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The compositions of DTkshitar, by and large, are vilambakala kriti-s. 
This obviously gave him the scope to portray the raga bhava. He has 
also intelligently added in almost every song a passage in madhyamakala 
along with raga mudra. In the faster passages the tala remains constant 
but the sahitya is speeded up by doubling the akshara-s in a single 
avarta of the tala. 

Shyama Sastry’s name is synonymous with misra chapu tala, he is the 
architect of that theme. None else has composed songs in that tala, as 
intelligently and intricately as he has done. The tala by itself adds dignity 
and weight to the overall structure of the concert. A concert without an 
item in misra chapu tala sounds mundane. Apart from the impact of the 
tala, the eduppu or the commencing point of the kriti in the tala is often 
tricky. Take for instance the kriti, ninnuvinaga mari dikkevaramma. It is 
set to desadi, misra nadai with eduppu in viloma (atita ). Every akshara 
in the sahitya is just beyond the beat. The conception of this tala, by 
itself is intriguing; and to set impressive sahitya to this is even more 
difficult. 

Aridi ( Arudi ) 

Aridi is a point of stress in the cycle of the tala, a point where the lyric 
comes down with an impact. This point of stress is seen while rendering 
the composition, in the pallavi, anupallavi or charana. For example, in 
the kriti, aragimpave in todi raga, at the conclusion of the word 
aragimpave, there is a stress on the syllable ve, followed by the extension 
of the vowel. This feature is seen in almost all the great compositions and 
even in varnam-s. In every varmm, after stating the text in the charana, 
and before the following solfa syllables, this decoration is seen. Here are 
a few examples where aridi is significant: 

Rajuvedala jutamu rare (stress on the letter ‘ re ’) 

Kamlambam bhajare (stress on the letter ‘re ") 

Palinchu kamakshi (stress on the letter 'kshi *) 

In the following kriti-s, aridi falls on 7* akshara in each cycle of tala. 

Kaddanrtavariki kaddu (Jodi'), 

Balagopala ( bhairavi ) 

Kamlambam bhajare ( kalyani) 

t 

Sri kanthimathim (hemavathi) 
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In the following kriti-s set to misra jampa tala , the aridi falls on the 
8 th akshara : 

Dachukovalena {todi) 

Budhamdsrayami (ndtakuranji) 

Munmtravana {todi) 

Dakshinamurthe {sankarabharana) 

Aridi is also well seen on the last letter in the following phrases of 
kriti-s. 

Madhurapurinilayi ( purvikalyani ) 

Enta vedukondu raghava {saraswatimandhari ) 

Yochand kamalaldchana (darbdr) 

Nidhi chala sukhamd ( kalydni) 

Jesinadella marachitivd {todi) 

Saddsivamupasmahe {sankarabharana) 
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Classification of Tala-s 

"Over indulgence is a pleasure and not exactiy nobie" 

W hile reviewing the classification of tala-s, it is interesting to note 
that just like seven swara-s that give rise to innumerable raga-s, 
there are only seven tala-s, which form, as many as 175 workable tala-s. 
The artiste’s ability lies in creating several other combinations. The sapta 
tala-s are druva, matya, rupaka, jampa, triputa, ata and eka. Learning 
alankara-s is a guide to these seven basic tala-s. Going further into the 
classification of each of these seven tala-s, there are five varieties, or 
jati-s, as they are called, resulting in a total of 35 tala-s. 

The 35 Tala-s 

I 

The tala jati-s are tisra, chatusra, khanda, misra and sanldrna. The 
number of aksharakala-s that each of these tala-s have are - 3,4,5,7 and 
9 respectively. It may be noted that there cannot be divisions or fractions 
like 6,8,10,14 or 18, because each is twice the number of respective jati- 
s, in that order. This can be experimented with an example like adi tala. 
By and large, listeners know that adi tala has eight akshara-s. There is a 
mode of reckoning these aksharas. This adi tala is divided into two 
sections of equal number 4+4. The purvanga or the first half is measured 
in the mode of laghu, which consists of a beat, followed by three finger 
counts (constituting the four akshara-s). The second half of four 
aksharas in the uttaranga is measured in the mode of druta, which again 
consists of a beat, followed by the waving of the palm in the reverse 
fashion, a beat again followed by yet another waving of the hand in the 
reverse direction. Thus, the second half also makes up the four counts. 
Putting the two together, it will make one cycle ( avarta ). It is necessary 
to clarify at this stage that adi tala, in fact, is a variety of triputa tala and 
is designated as chatusra jati triputa tala. There are four other varieties 
in triputa tala and they are tisra, khanda, misra and sanldrna. Similarly 
the other six varieties of the major tala-s have each five varieties. Thus, 
by multiplication, i.e., seven major groups of tala-s with five varieties, 
we arrive at 35 major tala-s. All the tala-s are reckoned by as many 
counts respectively in the laghu mode of tala, while the druta remains 
constant in each major tala. To generalise what has been mentioned so 
far, every calculated clap or count of tala corresponds to a unit of 
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musical time. It is relevant to mention here, that segments of tala are in a 
sense, “time fields”, rather than objective units. The rhythm taps of the 
hand in myriad combinations lend to music, a set of pleasing patterns. 
The following table shows the sapta tala-s and their varieties. 


Sapta talas and their 35 varieties 



BH 

Jati 

Name 

^HMHSnfTRSl 



Tisra 

Mani 

3+2+3+3 = 11 



Chatusra 

SrTkara 

4+2+4+4 = 14 

Druva 

loll 

Khanda 

Pram ana 

5+2+5+5 = 17 



Mi3ra 

Puma 

7+2+7+7 = 23 



SankTrna 

Bhuvana 

9+2+9+9 = 29 



Tisra 

Sara 

3+2+3 = 8 



Chatusra 


4+2+4= 10 

Matya 

1 0 1 

Khanda 

Udaya 

5+2+5=12 


Mi$ra 

UdhTma 

7+2+7 “16 



SankTrna 

Rava 

9+2+9 = 20 



Tisra 

Chakra 

2+3 — 5 



Chatusra 

Patthi 

2+4 = 6 

Rupaka 

o 1 

Khanda 

Raja 

2+5 = 7 



MiSra 

Kula 

2+7 = 9 



SankTrna 

Badhu 

2+9=11 



Tisra 

Kadamba 

3+1+2 = 6 



Chatusra 

Madhura 

4+1+2 = 7 

Jharnpa 

1 u 0 

Khanda 

Chana 

5+1+2 = 8 



MiSra 

Sura 

7+1+2 = 10 



SankTrna 

Kara 

9+1+2=12 



Tisra 

Shankha 

3+2+2=7 



Chatusra 

Adi 

4+2+2=8 

Triputa 

1 0 0 

Khanda 

Dushkara 

5+2+2=9 



Miira 

LTIa 

7+2+2=11 



SankTrna 


Q+2.4“2® 11 

/ 1 4W 1 M 1 «/ 



Tisra 

Gupta 

3+3+2+2=10 



Chatusra 

Lekha 


Ata 

1 1 0 0 

Khanda 

Vidhala 

5+5+2+2=14 



MiSra 

Loya 

7+7+2+2=18 



SankTrna 

Dhlra 

9+9+2+2=22 



Tisra 


3 


1 

Chatusra 


4 

Eka 

Khanda 


5 



MiSra 


7 



SankTrna 

Vasu 

9 
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The gati bheda-s of the 175 tolas derived from 35 suladi tSla-s 



Jati 

Akshara 

Tisra 

Chatusra 

Khanda 

Misra 

SankTrna 


Tisra 

11 

33 

44 

55 

77 

99 


Chatusra 

14 

42 

56 

70 

98 

126 

Druva 

Khanda 

17 

51 

68 

85 

119 

153 


MiSra 

23 

69 

92 

115 

161 

207 

i 

SankTrna 

29 

87 

116 

145 

203 

261 


Tisra 

8 

24 

32 


56 

72 


Chatusra 

10 

30 

40 


70 

90 

Maty a 

Khanda 

12 

36 

48 


84 

108 


MiSra 

16 

48 

64 

80 

112 

144 


Sanklma 

20 

60 

80 

100 

140 

180 


Tisra 

5 

15 

20 

25 

35 

45 


Chatusra 

6 

18 

24 

30 

42 

54 

Rupaka 

Khanda 

7 

21 

28 

35 

49 

63 , 


MiSra 

9 

27 

36 

45 

63 

81 


SankTrna 

11 

33 

44 

55 

77 

99 


Tisra 

6 

18 

24 

30 

42 

54 


Chatusra 

7 

21 

28 

35 

49 

63 

Jhampa 

Khanda 

8 

24 

32 

40 

56 

72 


Mi Sr a 

10 

30 

40 

50 

70 

90 


SankTrna 

12 

36 

48 

60 

84 

108 


Tisra 

7 

21 

28 

35 

49 

63 


Chatusra 

8 

24 

32 

40 

56 

72 

Triputa 

Khanda 

9 

27 

36 

45 

63 

81 


MiSra 

11 

33 

44 

55 

77 

99 


SankTrna 

13 

39 

52 

65 

91 

117 


Tisra 

10 

30 

40 

mm 

70 

90 


Chatusra 

12 

36 

48 

Hfl 

84 

108 

Ata 

Khanda 

14 

42 

56 

70 

98 

126 


Misra 

18 

54 

72 

90 

126 

162 


SankTrna 

22 

66 

88 

110 

154 

198 


Tisra 

3 

9 

12 

15 

21 

27 


Chatusra 

4 

12 

16 

20 

28 

36 

Eka 

Khanda 

5 

15 

20 

25 

35 

45 


MiSra 

7 

21 

28 

35 

49 

63 


SankTrna 

9 

27 

36 

45 

63 

81 


Charts Ref: Prof. Sambamurthy Synonyms: Tri$ra (Tisra), Chaturasra (Chatusra) 
Legend (Sapta tala chart): Anudrita u Drita 0 Laghu I 

Further, each of the sapta tala-s gives rise to 25 varieties on account 
of gati bedha. The resulting 175 varieties of gati bhedas are shown in 
the above table. 

&&&&&$ 

Tf'r V|t *|» *f * 
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Ragam, ThSnam andPallavi - The Touchstone of an Artiste 

"Music is not alive till it is heard " 

M anodharma sangita (creative music) is the rich musical treasure in 
Carnatic music. That, which is combined with an analysis of 
lakshya and lakshana, individual proficiency and at the same time 
pleasing to the listener, can be vaguely defined as manodharma sangita 
In no other system of music has creative music such great scope. The 
competence of the performing artiste is assessed in the feature of creative 
music, namely, ragam, thanam and pallavi (RTP) that he presents as the 
main item in a concert. This is not all; it has in addition the artiste’s 
virtuosity, the mastery in the science of laya and his ability to provide a 
glowing lustre to the art. Ragam, thanam and pallavi is the touchstone of 
the artiste’s proficiency. It is a major branch of kalpavriksa of music. 

The antiquity of pallavi 

The word pallavi is not found in ancient music literature. As to who 
invented is not known. It must have evolved by itself. Though the word 
pallavi is used while referring to the first part of a kriti, the usage of the 
term as applied to RTP or shudha pallavi is different. Its structure and 
mode of presentation is diverse and manifold. Shudha pallavi consists of 
sahitya specially contrived and designed for a particular tala, where there 
is enormous scope for vast musical imagination. There is a reference that 
artists, one generation before the birth of Thrimurthi-s, were proficient in 
rendering shudha pallavi-s. They were all under the patronage of kings 
of Tanjavur namely Thulaja, Prathapasimha, Amarasimha and Sarabhoja. 
Thus, it can be said that pallavi, as a form of music, had its birth in 
Tanjavur dynasty around 18 th century; some attribute it to 17 th century. 

Description of a pallavi 

A pallavi has two sections ( anga-s ), the purvanga and the uttaranga. 
The point of division of these two sections, which also forms the point of 
stress, is what is called the aridi. The aridi is followed by the extension 
of the vowel of the preceding sahitya for considerable time, called the 
vishrdnti or resting interval. The aridi is also called the padagarbha. 
With the change in the tala, the padagarbha also changes. It is the 
convention, but not a rule that the padagarbha should be accommodated 
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in the shortest section of the pallavi. In the tala-s, druva, matya, rupaka, 
triputa and ata, the padagarbha should fall on the first druta. In the 
jampa tala, it is on the anudruta. In eka, it may be at any point. There are 
two arudis in retta (rettai) pallavis, as the name indicates. In a pallavi, 
the purvanga and the uttaranga need not be of the same length in terms 
of time ( aksharakalas ); it depends upon the in-built sahitya. The graha 
or eduppu (commencing point) may be at any count with reference to 
the first beat. Pallavis may be set to slow ( vilamba ) or faster tempo 
(drutakala). Those pallavis that are set for ativilambakala (very slow) 
need greater expertise to deal with. Pallavis are also set to 2-kalai, 
4-kalai and even 8-kalai. In this context, it may be stated that, though 
there are as many as 35 basic talas, all are not in use in kritis. Their use 
conies up only in the construction of intricate pallavis. Whatever be the 
variety of the pallavi, a chatusra jati pallavi is ideal for singing in 
normal concerts. There are also short pallavis set to simple rupaka tala, 
but with intricate nadais. The artiste has to choose the right type 
depending upon the taste of the audience. To decide the kalapramana of 
a pallavi is entirely the choice of the artiste. Though pallavis have a 
single nadai in the construction, it is the choice of the singer to introduce 
different nadais; some singers adopt one nadai to purvanga and another 
for uttaranga. The more complicated a pallavi, the more academic it 
becomes and the takers become less and less. 

Methodology 

Tala is the foundation in a pallavi, a mandatory discipline, which 
prevents the artiste from taking any liberties with it. Tala in a pallavi 
provides perfection to gati and nadai. Before taking up rendering of a 
pallavi in a concert, it is always advisable for the artiste to judge the likes 
and dislikes of the audience and also its relevancy. Otherwise, it turns out 
to be a futile exercise. Rakti (melody) cannot be separated from vinyasa 
(analysis). The artiste also must take the accompanists into confidence. 
In short, the greatness of a pallavi lies on important factors like 
padagarbha, clarity of the lay a in which it is composed, creativity in 
neraval, attractive and innovative exercises in swarakalpana and 
eventually the proportion of all these elements fused into one. It is rightly 
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said in a nutshell that pallavi, an acronym, means padam, layam and 
vinyasam. 

In rendering a pallavi , there are some methods or kramas to be 
followed, called anuldma , viloma and pratiloma kramas. The meaning of 
these terms is explained in the following paragraph. The important point 
is that the tala and its pramana (ratio) must be kept constant. There is 
also a krama of starting the above three forms from the point of 
padagarbha. Pratiloma is also referred to as aslaya vruddi krama (the 
skill of tala permutation). Whatever the tala , the pratiloma krama can be 
initiated from the samam, but if the eduppu is after 1/4, 1/2 or 3/4 
aksharas, the pratiloma krama must necessarily start from that point. 

Sub-divisions 

Let us now examine the meaning of the terms, anuloma, viloma and 
pratiloma that constitutes a pallavi. If the original dhdtu and matu are 
rendered in the first, second and third speed ( trikala ) in that order, it is 
called anuldma krama. In this exercise, the tala remains constant, but 
only the sahitya moves in different speeds. If this order is reversed and 
played in third, second and first speed, it is called krama viloma ; in the 
reverse order, the speed of the tala remains constant. On the other hand, 
if the sahitya moves at a constant speed and the tala changes to first, 
second and third speed in that order, the krama is called pratiloma. In 
this context, the kalapramana of the pallavi and the time measure of the 
tala are different from each other and yet maintain a relationship. In this 
method, the aksharakala becomes the third speed. In the present day 
concerts however, only anuldma krama is followed in rendering pallavi. 
Also, the trikala exercises start from the eduppu itself, so much so, the 
padagarbha rests at different anga-s. When the pallavi commences in 
the madhyamakala and while doing the trikala sanchara the time 
measure to start with is, the first speed followed by second and third 
speed. It is common practice to include the tisra nadai (accommodating 
the sahitya three times) only after the second speed, and later on move to 
the third speed. The rendering of the pallavi is followed by the 
percussion expert on the mridangam. He has to pick up the pallavi 
structure and play the trikala including the tisram, which perhaps, he has 
not listened to, before. This calls for dexterity on the part of the 
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mridangam player. The rendering of a pallavi, therefore, is entirely a 
manodharma exercise and its scope is enormous. If a pallavi is rendered 
as per the established norms, it takes a minimum of one hour to complete 
the item. 

Thanam (Tana) - Definition 

Thanam is a stimulating and exhilarating experience in the feature of 
ragam, thanam and pallavi (RTP). Thanam is an adjunct of raga 
alapana and is referred to as madhyamakala alapana. If alapana in the 
general sense has melody as the prime factor, thanam has both melody 
and rhythm, but each has its owA individuality. In rendering thanam, the 
singer has to exercise his own creativity. To draw out a spectrum and 
promulgate swara-s of a particular raga in an established and 
conventional symmetry or pattern may be defined as thanam, also called 
kataka. 

Combining groups of swara, either in straight (puma or sampurna), or 
crooked (vakra sanchara) is the art of singing thanam. If the 
combination consists of sampurna swara-s, it is called sampurna 
thanam. If they are in groups of 6,5,4,3 and 2 swara-s, it is referred to 
asampurna thanam. If it involves vakra sanchara, it is called kuta 
thanam. There are many such varieties. 

Methodology 

Thanam may be rendered in various speeds. It may be ativilamba 
(very slow), vilamba (slow), madhyama (average), druta (fast) and 
atidruta (very fast). The method of singing thanam has undergone 
changes over a period of time. In the past, ghana raga-s had a major role, 
in the sense, the singer used to sing the thanam first in ghana raga-s and 
then only take up the schedule raga; it could also be the reverse way. In 
singing the thanam, the word ananta is used, but in doing so, it generally 
takes some distortions and syllables like tha, tho, thorn, nam, ananta, etc. 
are used. 

There are two ways of singing the thanam. The first way is to 
commence at ddhara shadja in a smooth tempo in madhyamakala and 
move arouhd jtva swara-s. The second method is to sing in tristayis 
(three octaves) in trikalas (three speeds). In these combinations, the 
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artiste is expected to adopt the different gads,. like tisra to sankirna 
These effects can be vividly observed while playing thdnam on the vTna 
Percussion can accompany thdnam playing, whether vocal or 
instrumental. 

The item ragam, thdnam and pallavi although a major one is yet one 
of the decorative features that make a concert successful. It should not be 
considered as an end in itself. Even more importantly, the three 
components must be squarely balanced not only within itself but also in 
the concept of the performance. 
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Music becomes visual in dance 

"Music excels life , enhances fife and gives it meaning" 

W e have been discussing about Carnatic music, its content, 
grammar, its academic and innovative forms and its presentation. 
Classical music occupies an important place in Indian dance {natya), 
whatever style of dance it is. In such a situation, music becomes visual, 
as it were. Though basics of music for concert and dance are the same, 
the status for each is different. In a concert, the musician occupies the 
centre stage; in dance he is sent to the wings, and more often not seen at 
all. But without music, dance is lifeless and has no meaning. There is 
relatively less manodharma music in dance; it is essentially kalpita 
sangita (worked out music). In dance, the dancer is primary and the 
singer is secondary. The singer need not be as perfect as a concert 
musician needs. Mistakes if any, go unnoticed all because the attention 
of the audience is on the dancer. What the singer need possess is a good 
voice to bring out the dramatic visual effect. In brief, the text is 
translated to action and through that media, the message is conveyed, the 
story is narrated, the incident described and the feeling expressed. 

Dance music is essentially orchestral. It includes the singer, percussion 
(without fail), along with more than one instrument, say, violin, flute, 
veena, clarinet, etc. The nattuvanar, who conducts the natya, is more 
important in orchestra because he/she has choreographed the dance 
feature. Depending upon the theme, the style and creativity, the music 
also varies; so also the contribution of the orchestral music. For instance, 
if it is kodiyattam, percussion dominates and melody part is less. If it is 
bharatanatya, the musical and the orchestral settings are quite different. 
If the natya is richly abhinaya oriented, it is dominated by vocal music 
and percussion goes to the background, unless interspersed with long 
jatis specially framed for the piece.. In odissi, harmonium has an 
important role to contribute to music. In dance dramas like kuchipudi, the 
story is narrated in musical form, a sort of musical prose order. Also 
kuchipudi solo has come into vogue. In order to identify different forms 
of dance music, we should try to know something about dance itself. 

Though every country has its own art forms of dance, in India it is 
perhaps the most ancient. Volumes have been written about Indian dance 
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dating back to two thousand years. Cabaret, cafe dance and ballroom 
dance were unheard of till recently in India. In recent decades, with the 
infi ltration and admixture of different cultures classical dance has taken a 
beating; the art form is adulterated. In the past, Indian classical dance 
was never an entertainment; it was only a means to a sense of elevation 
salvation, like classical music. 

Indian dance has three established forms, bharatanatya, kathakali and 
kathak. There are also new forms like manipuri, kuchipudi, odissi, 
andhranatya, etc. The oldest of these is bharatanatya, which forms the 
nucleus for the other forms. Dance dramas ( nritya nataka-s), yaksha 
gana, kuravanji nataka-s, geya kavya-s, geya charitra-s are other 
offshoots. Each of these forms has its own individual style of music. 
Carnatic music has an important role, particularly in bharatanatya 

Just as a music concert has an established sequence (paddhati), 
bharatanatya performance too has its sequence. Each item in the 
sequence has its place and time. They are so well arranged that in case of 
solo dance, which more often it is, if one item is physically taxing, the 
following item would be slow and would provide sufficient rest to the 
dancer, while still performing. Thus the change from one over to the 
other, not only provides balance of performance, but also builds up 
continuity. The music that goes with bharatanatya is explained below in 
its sequence: 

* 

Allaripu corresponds to a near tanavarnam of concert music. It is a 
warming up rhythm exercise that includes tisram, chatusram and other 
nadai-s. 

Jatiswaram again is a rhythmic item set to solfa syllables, but devoid 
of sahitya (lyric). There are no anga-s like pallavi, anupallavi or 
charana. 

Shabdham is played to a composition; it has sahitya , which is 
conveyed to the audience through gestures. It has both nritya and 
abhinaya. It was the old custom to sing shabdham in high octave Mid in 
the raga, kambhoji set to chapu tala, which would build up the needed 
impact. In the past, shabdham used to be the salutation to the king before 
whom the dance was performed. 
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Varnam and padavarnam in its form are the same as depicted in a 
concert. It is the item in dance, which perhaps is most tiresome. It needs 
fast movements and the chittaswara-s that follow need expert and precise 
footwork. The padavarnam involves little more of abhinaya although the 
pace is more or less the same. In dance, it is the padavarnam, which is 
more current. 

Padam-s are one of the two wings of musical forms confined to 
sringara sahitya (lyrics). The other musical form is javali. The ancient 
reference to padam-s was essentially devotional music, like the 
devaranama-s of Purandaradasa as also the Tamil padam-s of Muthu 
Tandavar. In the contemporary period, both padam-s and Javali-s are 
synonymous with dance music. According to Kapil Vatsayana, “the 
padam is a musical piece, which belongs specially to the sphere of dance 
music even though the term is often used to signify any type of 
devotional composition. The musical composition is created with the 
dancer in the mind and its themes treat mostly of ndyaki and nayaka of 
literature. The bhakti school of poetry found its finest expression in the 
padam-s composed mainly during the medieval period and the subtlest 
shades of sringara rasa are manifested in these compositions. The music 
detennines the nature of sanchari bhava, which the dancer depicts in 
endless ways and the chastity of the abhinaya technique at its best is seen 
in the execution of the padam. The greater the artiste, the subtler the 
shades of sanchari bhava, he or she can present. The melody and rhythm 
are so exquisite that they have made inroads into the realms of Carnatic 
music concerts and have contributed so much of lustre that without these 
two items, today’s concert remains incomplete”. Padam is the most 
innovative section of dancer where abhinaya predominates, where there 
is plenty of scope for introducing the bhava. The padam moves very 
slowly and provides enough opportunity for the interpretation of dance 
movements. The music in padam has a special significance. A particular 
phrase conveying the feeling is repeated over and over again {sanchari), 
and during each such repetition, the dancer, in turn gives a different 
interpretation. In this context, the musical aspect becomes mundane, 
because it is the same sangati repeated, sometimes a dozen times, with 
not much of addition or alteration. The attention of the audience 
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however, is not on the music, but rests with the dancer. The boredom of 
music under the circumstances does not set m. 

Padam-s are stately and dignified. It is more often a monologue. To 
understand the meaning of padam and the musical aspect built within it, 
one should be conversant with the role of nayka (lover) and hdyaki 
(loved). It is bhakti sringdra; in the situation, the two become a 
meaningful entity. There are some padam-s, which are erotic in content 
and are referred as pachchi sringaram, but they are richly musical. To 
attribute base values to such compositions is wrong. It is all spiritual 
love. Some pcidam-s also have satire and hasya (humour) built in. As for 
as structure is concerned, a padam resembles a kriti, it has all the anga-s, 
like pallavi, anupallavi and charana. But the style in rendering is 
different in the sense that the feeling must be truly conveyed. It therefore 
needs special talent to sing padam-s effectively. Padam-s, which were 
essentially natya sangita, made inroads into the concert platform and has 
remained an integral part of the performance today. 

Three names stand out as the greatest composers of padam-s. The 
earliest was Jayadeva, and later Narayana ThTrtha and much later 
Kshethrayya (Kshethragna). Other great composers include Dharmapuri 
| Subbarayar, Venkatagirrvaru, Muthunateswar, and Govindaswami. 
li While the 'Telugu composers had Krishna as their lord, Tamil 
I vaggeyakdra-s had Subramanya in his place. Among these, Kshethrayya 
| is perhaps the greatest. The choice of words, the rasa that is conveyed 
and the kalapramana, not to mention the raga bhava is all unique in his 
| compositions. Kshethrayya has Muvvagopla as his mudra (signature) in 
I his compositions. Besides those mentioned, the other composers of 
I padam-s are - Sarangapani with Venugopala as his mudra, Muvanallur 
f Sabhapathi with Rajagdpala as his mudra, Ghanam Sinnayya with 
Mannaruranga as his mudra, VaidTswaran Koil Subramanyayyar with 
Muthukumara as his mudra and Kavi Kunjara Bharathi with Kavi 
* Kunjaram as his mudra. 

Javali-s in contrast to padam-s, are more physical and more romantic 
) in the lyric. While it is almost mandatory that a padam should move at a 
I slow speed, javali-s are set to madhyamakdla. Unlike padam-s, javali-s 
1: can accommodate different sangati-s. There are certain special raga-s 
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that are chosen to compose the javali-s like, kapi, pharaz, kamas, behag, 
surati, hamIrkalyani, etc. Javali-s set to misra chapu and khanda chapu 
tala-s are more impressive. In javali-s there is no place for chittaswara-s 
(solfa syllables). In construction, they resemble a kriti. They have also a 
special place in a concert; they come up generally at the concluding part 
of the concert. Great composers of javali-s are Swati Tirunal, 
Chandrasekhara Sastry of Bangalore, Bellary Raja Rao, Patnam 
Subramania Iyer, Shivaramaiah, Vidyala Narayanaswamy, Ramnad 
Srinivasa Iyengar, MysoreVenkatagiriappa, etc. 

Tillana: " Ti-la-na is a joyous fantasy of pure nritta\ intricate footwork 
and rhythmic movements blend to give an aesthetic symphony of speed, 
stability and line. The exquisite cadence of music and flexion’s of neck, 
shoulder and waist are contrasted with sculpture postures essentially 
feminine and yield to brilliant summary of dance artistry." (Tanjavur 
Nrityalaya brochure). Dr. Kapil Vatsasyana says, “The tillana is a 
musical composition of mnemonics sung in a particular mode (raga), set 
to a particular metrical style.” Tillana, as adopted for a concert, has a 
slight change in construction. There is a greater bhava, decorated 
sangati-s and a thrilling rhythmic melody. In a dance, there is greater 
scope for footwork providing full opportunity for the percussion 
syllables. Generally a tillana is the penultimate item in concert music. 
Tharana is the equivalent term for tillana in Hindustani music. 

Some good composers of tillana are - Mysore Sadasiva Rao, Pallavi 
Seshaiyer, Patnam Subramania Iyer and Ramnad Srinivasa Iyengar 
Contemporary vidwans Mangalampalli Balamuralikrishna, Madurai 
KriShnan also have come out with few good tillana-s. 

Swarajati and Jatiswaram are the other two forms of dance music, 
which have entered the concert platform. The first lesson in learning 
music is swarajati. It has a series of pleasing melodies in several 
charana-s brought out by the rakti combinations of solfa syllables and 
corresponding sahitya. Another form in vogue in bharatanatya is a 
padavarnam interspersed with jatis. This form of music helps the 
students to understand the swarasthdna-s. It was Shyama Sastry who 
gave musical form to swarajati. His swarajati-s set to todi, bhairavi, 
yadukidakambhoji are outstanding examples. Extending the term a little 
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further, the five ghana raga pancharatnas can be grouped under 
swarajati-s in terms of grammar. Jatiswara, as the name indicates, is not 
much different from swarajati, except that it has no sahitya; it has 
interestingjflri-s built into it. 

SlOkam, Viruttam, and Padyam: Narrating a slokam or padyam in a 
concert is like involving in transcendental meditation. It induces spiritual 
relaxation. Music has secondary importance when rendered as part of 
dance or dance drama because there is no rhythm; it is pure abhinaya. In 
a music concert a viruttam is rendered in several raga-s like a 
ragamalika. In doing that, care should be taken that the text is not 

distorted. Selection $ the text and the raga-s are important. 

■1 

Ashtapadi-s, tSyCiram-s, daru-s and devarandma-s are all musical 
forms common to both dance and stage music. For purposes of dance, 
they need excellent choreography, while it needs profound bhakti if the 
form has to be primarily musical. All these items are generally tail enders 
in a concert. 
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Other forms of music 

"Making music is an activity rooted in the body" 

O ne of the fundamental forms of musical exercise is alankara. For a 
performing musician, however great, practising alankara with a- 
kara is a good exercise and is a form of voice culture. Alankara is the 
first exercise, which the student is put through, which helps in gaining 
both the swara and lay a gnana. Purandaradasa had the foresight to 
compose alankara-s in all the tala-s with simple text and minimum 
grammar. Mastering the alankara-s lead the student to the next advanced 
stage of learning the varnam. 

Another important group is the folk music, which in fact, is older than 
classical music. Folk music is characterised by its universality. It is a 
form of music, which can make everyone, get together. Every nation, 
including tribes has its own style of folk music. The composers of folk 
music are unknown and such music is referred to as anadi sampradaya\ 
and there is no lakshana in it. In his divyandma sanklrtana-s and utsava 
sampradaya kirtana-s, Thyagaraja immortalised folk music raising it to 
the level of an art in his operas. Folk songs have no musical norms to 
follow. It is an easy and pleasant type of entertainment, easy to learn and 
easy to sing. 

Ragamalika and Tdlamalika 

If a kriti is considered as made of one type of flower, a ragamalika can 
be considered as a garland made of several types of flowers, all beautiful 
and attractive. As the word indicates, malika is a garland and ragamalika 
is a garland of raga-s. Ragamalika is one of the most enjoyable forms of 
music in melodic system and the interest is stimulating while it is being 
rendered, because there is change in mode from one to the other. 
Ragamalika-s have highly decorative patterns in artistic form in their 
construction. It is particularly interesting for a section of audience who 
has a thrill in identifying raga-s that come one after the other. 

RagamSlika-s are of different type and probably the longest 
compositions in Carnatic music, barring a few short ones. These can be 
in any form like varnam, kriti, pallavi, sldkam, etc. For instance, most of 
the music lovers are conversant with the navaragamalika varnam; also 
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Taniyavartanam ( Tani ) 

"The world is made by the singer for the dreamer " 

P ercussion instrument has a special role to play in Carnatic music. In 
a concert, there is a place and time when it takes over an 
independent role as a solo part of playing. This role is called 
taniyavartanam ( tani-avartam ). 

The sampradaya ( convention) 

In the past, in a concert of long duration such opportunities for solo 
playing used to be two or even three occasions. They were not pre¬ 
planned or pre-conceived; it was pure manodharma. When the artists 
were in mood and when it became unbridled, it was given a go. If not 
more, there used to be at least two occasions, one at the time of rendering 
a ragam, thanam and pallavi sequence, and another unspecified but at an 
appropriate time. With the change in the concert pattern, the solo 
opportunity for mridangam or other percussion as a team has become 
more a ritual and sometimes even deleted altogether. The great tragedy 
today is that when this dynamic display starts, a good number of listeners 
take it as an intermission and may even go home. 

Taniyavartanam or tani as the language indicates, is derived probably 
from the, tamil sampradaya (convention). As is evident, it is a 
combination of two words, tani meaning separate or solo and avartanam 
meaning circle or completion of a cycle. In short, it means playing 
independently. In this context we have to recall that about a century ago, 
there was only bhajana sampradaya in vogue and later on came the 
concert fonnat. Even though it was bhajana sampradaya, or group 
singing, mridangam remained an accompanying instrument, with 
perhaps less sophistication. Later when the kirtana-s were replaced by 
kriti-s, and with the parameters of construction in a composition, the 
status of percussion gained greater importance. 

A story goes as to how the mridangam gained a tani (independent) 
status. It is said'that decades ago, a great vidwdn by name Narayana 
Puzha would sing and also play the mridangam at the same time. At the 
right moment, he would introduce an attractive tlrmanam. Listeners for 
the first time realised the aesthetics of the instrument and requested 
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Narayana Puzha to play the mridangctm independently; this is how it is 
said to have taken an independent birth. Later, great vidwan-s in 
percussion, Azhaganambi Pillai, Dakshinamurthy Pillai, etc. came into 
the field. One of the greatest exponents of mridangam of the period was 
Azhaganambi Pillai. He was popular for his sarwalaghu style of playing 
and the respect he commanded was such that the main artiste would 
allow him first to get on to the stage. Dakshinamurthy was yet another 
great percussion expert. However, it is Palghat Mani Iyer’s sampraddya, 
which is being followed today. 

Methodology 

In a regular concert, before the taniydvartanam is introduced, the main 
artiste would have dwelt at length the preceding piece, packed with best 
of manodharma and would have created a tempo. More often it would be 
in a major raga like, tddi, kalyani, sankarabharana, bhairavi, etc. The 
kalapramana. which he would have maintained, is crucial. The mood is 
equally important. On his part, the mridangam player has also to 
maintain the same tempo, mood, etc. 

Well, how does he go about it? First he has to establish the correct 
kalapramana. He will do it by his initial playing. It is more often true 
that the main artiste would have built up a ncing kalapramana in his 
enthusiasm and emotion. It is therefore necessary that the percussion 
expert goes back to the correct pramana. Later he has to carefully note 
the eduppu and fix it up. With these two norms established, he starts in 
a simple way and makes unsophisticated and conventional combinations, 
going gradually to more and more intricate calculations with variation in 
speed, all the time keeping the tala and pramana constant. He then goes 
into well worked out koruvai-s (mathematical divisions and sub¬ 
divisions) and after playing them three times each, comes back at the 
poiftt of eduppu . There are many such koruvai-s for each tala and many 
more can be improvised on the spot. 

In this exercise, he judiciously penetrates into the different jati-s and 
nadai-s (refer to earlier chapters). He may even mix up different nadai-s 
in one avarta. The change over from one nadai to another within the 
framework of the tala is a highly imaginative exercise. If he is an expert, 
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he may even display different nadai-s independently in either hand, all 
the time keeping up the pleasant nada and building up the sanctity of the 
episode. Thus the cycle is completed each time. In these variations, the 
change over or transition from one nadai to another should not be made 
obvious. The strokes that show up the sruti must be maintained 

constantly. 

In the next phase, these intricate combinations and calculations give 
place to what is called sarwalaghu. Sarwalaghu is laghu all through, 
measuring time in even numbers, reckoning time as akshara-s instead of 
reckoning through anga-s. The contrast that comes out in a situation like 
this is even more exciting. The percussion then moves on to what is 
called mohara. This again is a worked out combination for different 
tala-s, which gives an inkling that the taniyavartanam is soon coming to 

a conclusion. 

The final part is tirmanam, which again is a creative exercise. The 
artiste uses different yati-s like gopuccha, srothdvaha, sama, daru, 
vishamayi, mridangam, etc. The tirmanam may be based on any of the 
above or combination thereof. Each has its own dynamism. Vishamayi, 
as the name indicates, is perhaps the most intricate and needs great 
concentration to play as well as listen. In this yati, the beat of the tala 
does not coincide with the beat of the akshara. Finally, the tirmanam is 
completed with perfection and the end culminates with the eduppu . It is 
indeed very difficult to keep up the time measure for an expert 
percussion player. At the end of the tirmanam, the main artiste picks up 
the phrase where he had left. 

Taniyavartanam is also common in tavil, which accompanies 
nagaswaram as a substitute to mridangam. Since the concerts of 
nagaswaram go on for long duration, sometimes all night long, the tani 
has to be naturally long ranging 30 to 60 minutes. Though the principle 
of playing tani on tavil is the same, the modalities and methodology is 
different. Some yati-s like vishamayi are highlighted. 

$$$$$$ 
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The format of a concert 

•Vocalists are only human , and therefore are limited in their lungpower" 

E arlier in the book while dealing with varnam , a reference was made 
to the kachcheri dharma, the sampraddya that is followed in a 
concert, as well as the importance of starting the concert with a varnam. 

The varnam may or may not be followed by swarakalpana. But a 
padavarnam should, in principle be devoid of swarakalpana. The choice 
of the varnam is matter to be considered. Important and long concerts 
should preferably start with an ata tala varnam and should be rendered in 
two speeds. A simple adi tala varnam will suffice for a short concert. To 
choose a familiar varnam is always better because the teamwork will be 
more effective. If it is an uncommon varnam in an unfamiliar raga set to 
complicated tala, the audience will loose the interest and the 
accompanists will be at bay. It is always advisable to discuss with the 
accompanists what items the artiste is likely to sing. 

Tire first few songs should contribute to build up the tempo. A 
competent artiste will be able to do it in the varnam itself. There are two 
ways as to how to go about with the rest of the concert. Generally the 
artiste would have worked out the items that should follow; but, if one 
should go by one’s own manodharma, the way is different. At the 
conclusion of a particular item, an experienced and mature artiste has an 
intuition as to what should be the next item in terms of raga, tala, 
vaggeyakara, etc. It will generally be richly contrast both in content and 
in form. To take up such an item at the spur of the moment and do justice 
calls for enormous experience, courage and confidence. It also requires 
rich repertoire. In any case, the two or three items that follow are 
generally madhyamakala kriti-s in raga-s like, saurashtra, nata, 
harikambhoji, arabhi, shudha saveri, pantuvardli, purvikalydni, latangi, 
mayamalavagaula, arabhi, begada, etc., set to adi or rupaka tala. 
Neraval, at this stage should be limited. If swarakalpana is attempted, it 
should be in madhyamakala and the eduppu should be catchy. The 
succession of the raga-s should be in contrast, like a prati madhyama 
raga followed by a shudha madhyama raga. Constant vigil should be 
kept on the sruti of the tambura and on its alignment. It is generally 
found that it takes about 20 to 30 minutes to settle down comfortably in 
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all these parameters; by then the concert would have reached an elevated 
stage. Then follows the second stage of the concert. An item set to misra 
chapu tala moving in a slow or medium speed should get into the 
sequence; it will energise the concert. Raga-s like anandabhairavi , 
ritigaula, saveri , malayamdruta, srlranjani and such rakti raga-s will 
contribute to the elevation of the status of the concert. At this stage, the 
concert should be supported with more and more of manodharma 
sangita. A good and extensive alapana, intelligent and emotional 
neraval, creative and imaginative swarakalpana must effortlessly flow. 
The accompanists will naturally add their expertise and the audience get 
prepared to receive more serious and technically complicated facets of 
art. At this point great raga-s like kharaharapriya, kambhoji, kalyani, 
todi, sankarabharana and such find their place. Great and weighty 
compositions of famous vaggeyakara-s are there in plenty and by 
including them; the concert reaches its peak. Each of these items can take 
as much as 45 minutes or an hour. At this stage, the first opportunity for 
taniyavartam is provided. With the conclusion of the tani, the audience 
would have attained a degree of satisfaction and would be looking for a 
change. The interest of the audience can be revived in introducing a 
racing madhyamakala kriti, as a prelude to prepare the audience to listen 
to ragam, thanam andpallavi (RTP). 

Before commencing the RTP the artiste will judge the mood of the 
audience, its receptivity, time that is remaining and the competence of 
the accompanists. Based on these, the artiste will select a suitable raga, 
totally different from what has already been attempted and elaborate it as 
per established norms (Chapter: Ragam, Thanam and Pallavi) and 
portray the raga in all its details. The alapana is carved out in two 
sections providing equal opportunity for the accompanist. The thanam 
should be according to the theme and should keep the audience in rapt 
attention. The pallavi should convey sumptuous meaning. It is the 
eduppu , which transports the scholarship of the artiste. The trickier it is, 
the more holding it is bound to be. The percussion expert is expected to 
pick up the pallavi immediately and demonstrate it when the opportunity 
is given to him. The decorative aspect of swarakalpana lies in rendering 
it in different raga-s and finally going back to the original raga. It is 
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customary to have a minimum of four raga-s in this ragamalika exercise. 
This is only a conventional and general format. RTP being richly 
manodharma oriented, is open to the fantasy of the artiste and so, can be 
constructed according to the imagination and competence of the artiste. 

The conclusion of the RTP will give a feeling that the serious part of 
the concert is almost over. The audience will be happy to enjoy the 
lighter side of the concert, which includes, devaranama, tevdram, 
tiruppugazh, and tiruppavai, followed by a sloka in different raga-s. A 
ragamalika will also suit the occasion. A padam, jdvali or tillana has an 
added attraction. A well-composed tillana normally precedes the 
mangalam. The format of a concert is called the paddhati or the trend. It 
was Ariyakudi Ramanuja Iyengar who is said to have established the 
present trend, which is acknowledged by most of the artists today. Based 
on the above fonnat, a concert would last for a minimum duration of four 
hours. In short, a good concert must have as many raga-s as possible, as 
many varieties of tala-s as possible, and represent as many vaggeyakara- 
s. There should be even and balanced proportion of all the musical 
elements and eventually leave a lasting impression. 
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Bani in Carnatic music 

'listening to music is an art . You must hear with the inner ear as well as the outer ear” 

W hen one questions a lay listener, which artiste he likes the most, 
by and large, the choice will depend upon the popularity of the 
artiste. Some will vote for the young or the innovative or the 
conventional old, the female or the male, the instrumental, etc. A 
connoisseur has his own choice. For a question, which artiste they would 
not like much, there is more often than not, a vague silence. Whatever be 
the reason, it is an established fact that all these are popular and 
perfonning artists, admired and adored. It is found from analytical 
judgement and their technical knowledge that each of the artists has a 
style of his own, something unique and individualistic, which is relished 
and enjoyed. 

In retrospect, one will notice, that about five decades ago, a rcisika was 
governed and influenced by certain specific styles of singing an 
established bani. Over the years, with the advent of younger group of 
artists, the very institution of learning has changed considerably. In the 
first instance, the gnrukula system (a practice where the student 
permanently stayed with the gum, the teacher and learned music), which 
was mainly responsible for the heritage of a particular bani, does not 
exist any more; the reasons of course, are varied. Secondly, the princely 
patronage is gone. A keen learner of music has to fend himself, by 
running from pillar to post. The other disadvantage is, he has not listened 
to live concerts of previous masters. Today he listens to the tenth or 
fifteenth edition of recorded tapes of those masters, which critically 
conveys no meaning. The impression that these masters were the 
torchbearers of old bani has petered out; it is no more pertinent, however 
meaningful or valid. 

In fact, to a great extent, both emotionally and intellectually, this 
changeover is meaningful. One should understand that the impulsion of 
music has changed. In this confusion, something good has come out. 
Music has taken the much desired art form, either by compulsion or by 
force of circumstances. Whether these new art forms are superior or not, 
is debatable. Thus the new scenario in respect of bani is a story of 
inventions. This does not mean that the artiste who sang decades ago was 
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blind or lacking emotional power; only his version and response was 
different from that of the younger generation. There is a radical shift in 
selective emphasis. To pqt it more succinctly, the author of a particular 
bani had a particular concept based on this forte, a vision and a way of 
approach in keeping with his imagination. 

Music being so abstract and so open to creativity when handled by 
different artists, shows up different facets, a different glory of the other 
side. It is therefore indisputable that birth of different bani-s is a 
continuous manufacturing process and may ultimately lead to no 
specification as conceived in past years. This process is based on a 
reversible reaction from language to thought and thought to language. 
Unlike rock, which lacks plasticity, music is like clay, which can be 
moulded to any shape. The criterion of relevance in items of style or bani 
is liable to change, as the change of style of art. At the moment of 
performance however, it is an ideal collaboration between the mind of 
the listener and the mind of the artiste. It is a fact that every one of the 
artists has his own intelligence, intellect and knowledge. A rasika, who 
listens to an artist with interest and intimacy, enjoys as well, a concert of 
another artiste, although of totally different bani; he does this day after 
day, all with equal enthusiasm. In short, a great work of art can 
accommodate many interpretations whatever the style or bani (gharana 
as it is called in Hindustani style of music). There may be a few 
gharana-s in Hindustani music, but there are as many banis as there are 
leading Carnatic musicians. It is a common commer#by a few that a 
particular concert does not represent any bani However good the music 
is; it is more often dubbed as mediocre. Going a step further, a young 
artiste’s performance is not ranked high because the style does not fall 
into the basket of any established bani. In fact, there is no need for such a 
conventional approach. 

Looking at the other side of the picture, rigidly adhering to the bani of 
the gum with no additional creativity or embellishments becomes 
uninteresting and jaded. The music of a stickler to sampradaya stagnates 
and stagnation leads to extinction. Till recently, the conviction was very 
strong that the sishya of a particular guru should adhere strictly to that 
bani and should not adulterate with any other style. Thoroughly wrong as 
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it is, many, youngsters have taken courage to throw it to the winds and 
have even the intelligence to develop a new bani of their own. How does 
a bani take its birth? It essentially depends upon the plus and minus 
points of the performing artiste, opportunity and taste being other factors 
to reckon with. Musical taste can vary as the taste of wine or the taste of 
food. One might like the music of a great singer like G.N. 
Balasubramaniam, but as a learner, has he the intelligence to absorb it? 
Yet another great singer Ariyakudi Ramanuja Iyengar creates electrifying 
effects in his music. Has any one, done it as effectively? In fact, no 
sishya of a guru can achieve the master’s perfection; but he might evolve 
a totally new style, which is as good or even better than his master might. 
Besides other gifts, it is the sharira (voice) and the pliability of that voice 
which should help one to choose the bani. Secondly it is the intelligence 
of the sishya to grasp what his guru teaches and thirdly it is his own 
creativity, which contributes to the style. 
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Grammar in Carnatic music 

' Music is less abstract than mathematics, it causes physiological arousal" 

I f a layperson were to witness a live music concert at its peak, he 
would comment, “why do they fight like this; it seems a virtual war!” 
There is considerable truth in this remark. The comments are based more 
on visuals, due perhaps to the lack of understanding of the grammar in 
Carnatic music. It is pertinent to note that this “understanding” of 
grammar, to the expected or anticipated degree is not actually necessary 
for musical appreciation. If in the process some aspects of grammar are 
missed, it is no great loss. On the contrary it may even help to enjoy the 
more salient features of music like melody, bhdva, bhakti, the lyric, etc. 
Every piece of art, be it poetry or literature, dance or drama, music or 
painting has inherent and necessary grammar in-built in it. Its use or 
abuse depends upon the endplay of the art. Grammar is one of the means 
to convey musical elements effectively and not an end in itself. If 
subject, predicate and object are essential components of English 
grammar, there are corresponding parts in Carnatic music too. Just as the 
complexity and diversity varies between prose, poetry and drama, there 
is diversity in its application in kalpita or manodharma sangita. Between 
music, prose or poetry, there is considerable difference in its use and 
application. The truth however is, grammar is in-built in music and need 
not be overstressed; unwittingly it is adjusted. 

But in Carnatic music where does grammar end and music commence, 
or are they inseparable? The answer is yes and no. In so far as Carnatic 
music is concerned, there are occasions where there is total absence of 
grammar, where grammar is subordinate and where grammar is over 
emphasized. By and large however, it seems grammar in Carnatic music 
is far more implied and considered important in comparison with other 
music systems, since academic aspects apparently get highlighted. The 
fact however is, more the grammar, less delightful it turns out to be, 
unless care is taken to make it less obvious. Otherwise it will end as 
“war” referred to above! In fact, the skill or lack of it lies with the artiste 
in projecting or being overzealous in it, where there is no need for it at 
all. In the normal circumstances, grammar, which is inherent in Carnatic 
music moves unobserved; only the effect is seen. What gives a 
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disagreeable feature is more often exaggerated with body language. 
These physical expressions and mannerisms perhaps are inevitable in an 

exercise like singing. 

Grammar in kalpita sangTta 

One of the finest examples in kalpita sangita where intricate grammar 
is applied is a varnam. The slow moving sahitya in the pallavi and 
anupallavi, the formulation of attractive swara combinations as 
chittaswara-s, more importantly in the first line among them calls for 
deep insight into the grammar. The salient fact in the context is the 
transition from the muted grammar to the more obvious melody. The 
other example of kalpita sangita where grammar plays the strategic role 
is in the construction of a kriti be it simple or complicated. The skill in 
the construction of a kriti conveying the meaning of the lyric, the choice 
of the raga, the simple or complicated sangati-s in varied patterns, the 
eduppu , all within the framework of the specific tala, not to mention the 
chandas is a wonder work of implied grammar. The entire activity has 
become so common that the grammatical aspects of the item become less 
obvious and even completely shadowed. It does not bother the listener 
because, basically the message of music is conveyed in a way, which 
does not put any strain on the part of the listener to understand or 
appreciate music in progress. This can be explained with some examples. 
Examine the sahitya and kdlapramana in the song, dorakuna ituvanti 
seva of Thyagaraja in raga, bilahari. If the kdlapramana of the lyric in 
the pallavi is in one pace, in the first part of the charana, 
tamasagunarahita it is double that pace, and in the second part, rdnnmi 
jagadoddharuni it is four times that. There is almost similar grammatical 
structure in the kriti, sri subramanyaya namaste of Dlkshitar in raga, 
kambhoji. Take another example. Examine the construction of the 
composition, amnachalanatham smarami, in raga, saranga set to 
rupaka tala. Look at the choice of the words in the madhyamakala 
portion of the sahitya in the second half of the charana: 

viprottama viseshdntarangam 
vJra gitruguha tara prasangam 
swapradfpa maulividhrutagangam 
swaprakasa jita somagni patangam 


Raga Sudha - Understanding Carnatic Music 



85 

The thoughtful use in the extension of the vowels to accommodate the 
beautiful lyrical content within the limited avartas of the tala points to 
the dextrous use of the grammar. Yet again, the kriti of Shyama Sastry, 
Ninnuvinagd in purvikalyani, set to desadi tala (misra nadai) is another 
such example. The degree of complexity in the use of grammar amongst 
the Thrimurthi-s is independent and ingenious. In items like padam-s and 
javali-s, the grammar part is relatively less and melodic content more. 

Grammar in manodharma sangfta 

A question is often asked. Where is grammar in aldpana'l Raga 
lakshanas do prescribe nonns of grammar for even pure melody. True, 
much of this is not quantifiable as in the case of rhythm. Nevertheless 
there is grammar of a different flavour. For instance, the classification of 
the melakarta ragas or the identification of janya ragas is indeed based 
on strict standards of grammar. Consequently the development of 
alapana of a raga is bound to be moderated by these norms however 
unwittingly it is done. So is the case with the neraval. When it comes to 
swarakalpana, the exercise is both intricate and yet appealing where 
some amount of simple arithmetic is involved, like the usage of fractions 
and multiples of a fixed number, depending upon the tala chosen. The 
exercise is to work out certain appealing combinations of swara-s within 
the framework of a particular raga and accommodate them within a time 
frame. The skill of the artist lies in making such attractive combinations 
spontaneously and yet fluently and also at different speeds. More often 
this is carried beyond limits, setting up a competition of sorts between 
the singer and his accompanists. But why does grammar elude a common 
listener? The troublemaker is the tala. The tala system in Carnatic music 
is most bizarre and most complicated aspect. As is well known there are 
35 suladi tala-s and with pennutation and combination, a total number of 
108 workable tala-s can be arrived at, although theoretically many more 
are possible. However it is equally well known that at best 15 to 20 talas 
are in common use amongst which about six are very frequent as is seen 
in many kritis and varnas. But then, why brag about so many talas'! 
True, they seem to be theoretically applicable. But in effect, they can be 
practically adopted only in the form of shudha pallavis and performed 
as ragam, thanam and pallavi (RTP ). Without doubt it is all mind- 
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boggling and eventually turn out to be intellectual rubbish. The 
construction of a shudhci pcillcivi in a complicated tala, its display, diction 
and richly imaginative development ( neraval) followed by certain 
complicated exercise, like anuldma, pratiloma, etc. are indeed too 
complicated in its grammar content to be easily followed by an ordinary 
listener. This perhaps is the reason that the discipline of singing of RTP 
is gradually becoming extinct. 

The most intricate part of grammar in Carnatic music is the rhythmic 
exercises adopted during the course of the concert and more importantly 
during taniyavartanam (solo rhythm). This again is a well worked out 
and well rehearsed percussion ensemble, which, by and large, is not 
followed by the common listener. With little education, this can be made 
more meaningful and more melodious. 

There are features in Carnatic music where grammar is totally absent. 
Items like viruttam are more melodious without grammar. 

All in all, grammar in Carnatic music is an evil necessity. Its use or 
abuse, the intensity or significance is a delicate faculty, which lies with 
the performer. The less he makes it obvious, more enjoyable the music is 
bound to be. 
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Thyagaraja 

"Music is virtually formless " 

T he three vaggeyakara-s, Shyama Sastry, Thyagaraja and 
Muthuswami Dlkshitar were born within a span of 13 years. The 
senior most Shyama Sastty was born in 1762. Five years later in 1767 
Thyagaraja was born. Eight years thereafter in 1775, Dlkshitar was born. 
In the construction and content of their compositions, each had a unique 
and independent style. Prior to the advent of the Thrimurthis, as they are 
referred to, the musical compositions were more lyrics oriented and 
classical music was relatively less. The Trinities discovered both lay a 
and sahitya (lyric) in music and utilised them to the full advantage. 
While Thyagaraja conveyed sahitya bhava in his compositions, Dlkshitar 
was expert in transporting raga bhava. Shyama Sastry was a wizard in 
laya. It must be accepted that Thyagaraja and his works have gained a 
unique distinction for reasons whatever. I have studied his compositions 
in detail in all aspects and the following write up is based on my 
observations. While much can be said and written about Thyagaraja, here 
I have included two relevant articles, .’The uniqueness of Thyagaraja’, 
and . ’Kriti-s of Thyagaraja - a quantitative study’. The second article has 
been contributed by my colleague, T.N. Rajan, a well known 
documentation expert. These two articles are an outcome of the recent I 
research we did in connection with the production of the CD on I 
Thyagaraja. It is pertinent to comment here that although Thyagaraja is | 
said to have composed as many as 24,500 songs, only a fraction of it is ;| 
now available for study and rendition. The observations made in thdff 

J'' u'!' 

above two articles are based on such available compositions. f! 

Thyagaraja's greatness as a composer is often attributed to the divine 
power. This amounts to robbing him of his mortal faculties and assigning! 
it to God. Just like Milton or Shakespeare, Keats or Browning, Kalidasf 
or Bharthruhari, he was a mortal man. Until he grew up to be a genius, 
his life was just like any other. To a considerable extent it flourished on 
the atmosphere he was brought up as a child and the training he received 
during his babyhood and his youth. To comprehend how he grew up, a?; 
short sketch of his life from his childhood to the time till he became a; 
Saint is added. 
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A brief life sketch 

Thyagaraja was born in TiruvrDr in Tanjore district of present day 
Tamil Nadu in India in 1767. He belonged to a long line of a pious and 
scholarly Telugu family, domiciled in what is now Tamil Nadu from the 

village Kakarla, in Karnul district of present day Andhra Pradesh in 
India. His father, Ramabrahmam, was a Sanskrit and Telugu scholar and 
was patronized by the Maharaja of Tanjore. 



The family moved to Tiruvaiyaru also in Tanjore district, a few years 
after Thyagaraja was born. Thyagaraja learnt Sanskrit and Telugu from 
his father and became quite proficient in these two languages. 

His mother, Santhamma was musically talented and initiated her son 
in Purandaradasa kirtana- s and others at an early age. Thyagaraja later 
became a disciple of Sonti Venkataramanayya who was a reputed 
musician and had won many honours and awards. It was said of him that 
withered trunks used to sprout when he sang. 
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Thyagaraja learnt vocal music and vina from Sonti 
Venkataramanayya. Thyagaraja was a devoted disciple and the bond 
between guru and sishya (deciple) lasted their lifetime. The guru 
recognized the genius of his disciple. This was expressed as a tribute in a 
concert given by Thyagaraja where the guru said, ‘ dorakuna ituvanti 
sishyudu' - can I get a disciple of this prowess. 



Added to musical training and his scholarship in Sanskrit and Telugu, 
Thyagaraja regularly listened to the scholarly expositions of the 
Ramayana by his father. He used to read the Sloka-s from the Ramayana 
at these expositions. He also used to recite Vishnu Sahasranamam as his 
father performed his daily puja. This tradition was kept up throughout his 
life. Thus Rama bhakti became ingrained in Thyagaraja from his early 
days. 

Thyagaraja married PSrvathi who died early. He then married 
Parvathi’s sister Kanakambal and a daughter, STtalakshmi was bom to 

Raga Siidha Understanding Carnatic Music 



90 

them. She had a son Panchapakesan, who died childless. Thyagaraja’s 
direct line thus became extinct. 

Adult and middle Life 

As he grew older, he had not only learnt all that could be learnt from 
his teachers, but also extensively studied the musical treatises, the 
scholarly works and music compositions of his predecessors - the titans 
like Tallapakka Annamacharya, Jayadeva, Bhadrachalam Ramadasa 
Purandaradasa and Kshetrayya. His genius assimilated and mastered the 
excellent variety of their compositions. He also comprehended the works 
of his illustrious contemporaries. While Thyagaraja’s musical 
attainments were profound, he keenly desired that his music must have 

the divine grace. 



He longed for the darshan of his ishta devata, Sri Rama. At this stage 
of his yearning, an Yatindrar (Yogi) initiated him into rama tarda 
mantra and enjoined him to recite the mantra 96 erores of times 
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(9600,000,000). Thyagaraja executed this injunction with absolute faith 
and spent the next 20 years in this Rama tapas. At the end of it, he was 
restlessly looking for the eventual result. Dramatically one day he had 
the vision of Rama and Lakshmana with their mentor, Vishwamitra. He 
outpoured in great ecstasy, bolci kcincikcuiiciyci , the phrase in the 
anupallavi of kriti, ela m dayarddu. Thyagaraja’s life mission was to 
reach the highest level of spiritual salvation through music. He took a 
vow not to be attracted to materialism and maintained it as a sadham 
throughout his life. He politely refused gifts of the Maharaja of Tanjaur 
as rewards for his great music. 



♦ 

Thyagaraja desired to lead a life of a mendicant. He decided to sing in 
praise of Lord Rama and live on alms offered by people. He had a large 
number of sishya-s who took notes on the kriti-s composed and later sang 
those in his presence for their final versions. Thyagaraja visited a number 
of temples mid composed kriti-s on the deities of temples 
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Tirnvotrivur Kovur, Tirupati, SrTrangam, Lalgudi, 
Mgapld, Sholingapuram and ShTrHzhi, including ,h= five to, 

that are well known as panchar atna-s. 

Thvagaraja’s name and fame spread far and_ wide for which he 
«vn, esses his gratitude to Sri R5ma in the toii raga knn, dasamhi * 
ZL Distinguished visitors like Shatkala Oovmda Mara, 
fiorralakrishna BhSrathi, TOmu Narasimhadasa, Oopmath Bhattachlry. 
fo name a few, came from all over the country to meet ThyagarSja. 



In respectful admiration of such scholars and music experts, 
Thyagaraja paid his homage and tributes in the ghana ragapancharm 

kriti, endard mahdmbhavulu. 

ThydgarOja’s works 

Thyagaraja’s works include kriti-s on Vishnu and Shiva, Divyamm 
sanJartana- s, Utsava sampradaya kxrtana-% and the dance dramas 
Prahalada bhakti vijayam and Nauka Charitam. His desire was to mate 
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a garland of kriti-s, which would have the brilliance and enduring lustre 
of gold, and the fragrance of fresh flowers like roses, jasmine and Iillies. 
This desire has been amply fulfilled, as we see that even after morp than 
150 years of his passing away, his music endures in the hearts and minds 
of lovers of Carnatic music. 

Thyagaraja’s compositions are remarkable for their quality, volume 
and variety. They excel in musical value, edifying lyrics, and are 
couched in poetic language. Further, the devotional appeal of his music 
is so great that it touches both the head and heart of music lovers. 



Thyagaraja’s compositions can be seen in three chronological phases, 
hi die first thirty years of his life most of the compositions were 
Dtvyanama sankntana-s like ramabhirSma in darbar, and Utsava 
sampradaya klrtana-s like hechharikaga ram in yadukulcikambhoji. 
They are in simpler metrical settings, eminently suited for group singing 
in the devotional mode. 
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These hirtam-s are well known for their poetic beauty and musical 
richness. His command of Sanskrit is seen in these fartana-s. In the next 
30 years he composed a number of kriti-s, such as manasu swadhina 
maina in sankarabharanam, dorahma ituvanti seva in bilahari, 
chakkani rajamargamu in kharaharapriya, which are innovative 
creations of the best art models. Using a few words in these kriti-s, he 
built in them sangati-s which are beautiful musical elaborations, 
variations and embellishments. These are his outstanding contributions 
and cut new ground in the composition of art forms. 



In the last phase of his life, compositions like 5 rangasteyi in 
kambhoji, darini telusukonti in shuddhasaveri reflect his spiritual heights 
and musical maturity. While nadopasana as a path to spiritual elevation 
is the main theme and message of his compositions, his kriti-s are also on 
a variety of subjects. 
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These include different aspects of music and musicology; religion and 
philosophy; ethics and morals; condemnation of pretensions and 
hypocrisy, and the value of satsanga and mentors. The lyrical content of 
these compositions are as great as their musical excellence. The two 
dance dramas (operas), Prahaldda bhakti vijayam and Nauka charitam 
are in the style of contemporary Bhagavata Mela with songs of 
descriptions, dialogues, introductory verses, and prose passages. 



Thyagaraja’s compositions have served as the best models for later 
composers. His kriti-s, inspired by bhakti and reflecting his musical 
genius combined with raga bhava, set to simple but effective tala-s have 
been the main source of concert music for more than a century. He has 
composed in more than 200 raga-s and created many new rdga-s. In 
some of the major rdga-s like todi and sankarabharana, he has 
composed close to 30 kriti-s, reflecting his creativity in raga delineation. 
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A fine body of literature has grown nn Th»,- 

n-e include msightfu, cotnmenLes7e* "* « ««k 
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compositions have also been brought out by eminent^ “ “ “* 
musicians. y mment musicologists and 



Fulfilment of a mission 


Thyagaraja lived for 80 years and hfe iv 
of attaining spiritual salvation through n~d ^ t0 3 mission 

mission, he has also left an involute 1^73' ^ ^ 
Premonition and Final Mukhti ° f music for posterity 

In the kritis, Girinni in c„7 
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Thydgardja aradhana festivals 

Today Thyagaraja is remembered worldwide through the annual 
Aradhana festivals celebrated not only in India but also in parts of Asia, 
Africa, Europe, the United States of America, Canada and Australia. The 
Tiruvaiyaru Aradhana is a tribute and homage to the great Saint where a 
large number of musicians and music lovers congregate to sing in chorus 
the ghana raga pancharatna-s. 

The uniqueness of Thyagaraja 

It may be hypothetical but yet a pertinent question, where would be 
the whole of our concert life today if Thyagaraja had not composed his 
kriti-sl It was Thyagaraja and followers, above all, he himself who 
created the concept of “concert, audience”. There is after all a difference 
between a mass of people wedded into a whole, watching a cricket match 
or a horse race and a crowd made one by listening to Thyagaraja’s kriti-s. 
It is the manner of unification that matters; the goal is the creation of a 
“new community”. It is just such phenomenon as Thyagaraja that offers 
the best example of art and authenticity, works that make their 
impression precisely and exclusively because of what they are and not 
because of what they seem, thanks to the greatest possible clarity of 
expression with which he says what he lias to say. It was Goethe who 
said, “If a man would tell me anything, he must say it clearly and simply. 

I have enough within me that is problematic”. The magic is, there was no 
Thyagaraja before ThySgaraja and there cannot be one in future. To call 
it accidental is perversion; to call it freak is perjury. 

The manner in which the subjects are formulated, the bringing 
together and the integration of entirely desperate themes in the principle 
by which he works, is a “perfect non-plus and baffle to all human 
understanding.” It informs and permeates all his compositions in the 
smallest details as the whole, in the individual themes as well in the 
division of the whole into movements comparable to the acts of play. 
Every piece is a masterpiece and has a world of its own to express. This 
may even affect the details of form, style, the growth of a composition. 
But yet, no two works of Thyagaraja are similar in form. It is not the 
“idea” which is primary importance, but the manner in which it is 
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realized in music. He was completely himself to follow exclusively in 
inherent demands of music. 

Enormity and versatility 

Composers of eighteenth century, Muthuswami DTkshitar, 
Purandaradasa, Annamacharya, Shyama Sastry, to name a few, have 
stood as titans in their ingenuity for their prolificacy. While bulk is a 
force to reckon with, the enormity of Thyagaraja’s kriti-s, the versatility 
in his freedom of musical expression is unparalleled. Did he face the 
hardest and greatest problems in the endeavour? If so, how did he attack 
this problem? This is a creative power indeed. In his peculiar eloquence 
and firmness which is completely natural, convincing and artistic, in his 
“idea” and in his power to turn the idea completely to music, in Iris 
definiteness of expression to say whatever he has to say in the shortest 
and simplest way, his thematic construction, in perceiving the spiritual in 
terms of musical and the latter in terms of spiritual logic, all this and 
more, in essence, the impression that Thyagaraja’s music has made on 
the world. 

The essence 

The kriti-s of Thyagaraja are not mantra-s to be recited in temples. 
They are not literary works to be commented about. They are excellent 
musical tabloids, which never age; on the contrary they mature with age. 
The more one sings them, one discovers every time a new luminescence, 
a new halo, a fresh freedom. What exactly is that which has made these 
compositions so unique? Is it the sahitya (lyric), satvika, the music, the 
message or the grammar? Thyagaraja is essentially a musician and only 
later a composer. Whatever message he has conveyed in its right spirit, 
by choice raga-s , rhythm and spiritualism are facts to be attributed to 
divinity. It looks and wrongly so that he was not conscious of what he 
was doing when he composed, wrote or rendered. Looking at his life, he 
was an ordinary child from an average family. But it was a golden age of 
music and as a child he listened to songs of Purandaradasa, Ramadasa, 
etc. With a natural instinct for music, he got the blessings of Sonti 
Venkataramanayya and eventually blossomed as the greatest composer 
of the age. 
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A few examples 

Let us examine some of his compositions. Although he was a Sanskrit 
scholar and could compose with equal alacrity in that language, he chose 
Telugu as his medium perhaps because it was his mother tongue or 
perhaps he felt more comfortable with it in his task. Indeed there are 
quite a number of his Sanskrit compositions, which are as great. The one 
outstanding quality of his kriti-s is the projection of the raga lakshana in 
the first phase of its construction. Examples are: sarasa sdmaddna in 
kapinarayani, nijamarmamulanu in umdbharanam. There is no 
ambiguity, no secrecy. Secondly simple conversation (speech melody) is 
mesmerized into glorious music (music melody). Emotion is the essense 
of music. Listen to the song Idvanya rdma kanulara chudave in 
pumashadja. Also his compositions are not reserved for a particular 
group of rasikas- everybody has his passion met, be it a pandita or 
pamara. Each emotion is expressed in its true colour, design and 
measure. Take the interrogations he has so liberally employed. Some 
need answers; some have answers in-built. Listen to the char ana, 
itihdsapurdna dgamacharitamu in the song ndradaguruswdmi in raga, 
darbar, or the char ana in the kriti, evarikai avatdramettitivo in 
devamanohari or again in the kriti, evarunndru brova in raga, mdlavasri, 
or the song evarurd nitmuvina in mohana or even evare rdmayya m sari 
in gangeyabhiishani. Watch, the swardntara-s of the letters, evari{u) in 
the kriti, evarichchirird in the raga, madhyamdvati. Now, who can 
compose these songs? Look again at the literary beauty in the charana, 
tmrna gunarahita munulaku....sadguna dhdmuni kanulara madini 
kmukona, of bilahari kriti, dorakuna ituvanti seva . These are miracles. 
Mare examples 


The essence of the raga is in the kriti. The charana in every 
composition of ThySgarSja brings on the essence of the raga in both the 
purvSnga and Mardnga sections. There is a special design of his own in 


the structure of the charana in every song. The coining of the sahitya in 
a with the corresponding raga is a unique skill of Thyagaraja. 
Watch the swardntara-s of the anupaltavi, adiydsalache m the kriti, 



in janaranjani, or die kriti, smarane sukhamu in the same 



at the apprehension in the ritigaula kriti, dvaitamu sukhama 
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advaitamu sukhama? In the atana kriti, mummurtulu garni gildi pogade, 
Thyagaraja has placed Lord Rama at much higher pedestal than the 
Thrimurthi-s. Sdranga is a soft raga. Listen how Thyagaraja has used it 
in vira rasa, in the charna, datti gatti karamuna sarachapamu batti 
mulabalanmnu, of kriti, emidova palkuma. Gamaka is the live wire of 
musical melody. Watch the appropriate application of this feature in the 
sri raga kriti, nania kiisutnamulache. 

Creativity 

At one time or other Thyagaraja must have questioned himself, “Why 
is it so important to my own psyche that I compose music? What makes 
it so necessary, so that every other daily activity, by comparison, is of 
less significance?” Why is the creative impulse never satisfied? Why 
must one always begin again anew? The answer is, the need to create 
self-expression, the basic need to make evident one’s deepest feelings 
about life. But why is the job never done? Why must one always begin 
again? The reason for the compulsion to renew activity is because each 
added work is only a part answer to the eternal question, “who am I” 
which leads on to the next part answer. Each artwork therefore, is 
supremely important. Each new significant work of art is a unique 
formulation of experience; an experience that would be utterly lost if it 
were not captured, as it was, and set down. Eventually it is through this 
means of his own creation that Thyagaraja discovered himself and the 
world through his works. This gives a dramatic aspect to the composer’s 
situation. The need for self-expression is ever present. The work must 
either be entirely spontaneous, or if not spontaneous, then cajoled, 
induced, and gradually perceived so that each day’s work may spell 
failure or triumph. The making of something out of nothing is the special 
province of the creative mind. The composer is a kind of magician. 'The 
inspired moment may sometimes be described as a kind of hallucinatory 
state of mind. One half of the personality emotes and dictates while the 
other half listens and notates.” ThySgaraja is not a simple craftsman; he 
is a musical thinker, a creator of values, values that are primarily 
aesthetic, ultimately of the deepest human importance. His genius is 
attributed to “superb coolness under the first creative fantasy.” Perhaps 
this was his reply to the question, how he managed to compose such a 
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quantity and quality of excellent music. “Well, I get up early and soon 
after dressing up after a bath, I go down on my knees and pray SrT Rama 
that I may have another successful day. Then I have my breakfast and sit 
down with the tambura and begin my search. If I hit on the idea quickly, 
it goes ahead easily and without much trouble. But, if I can’t get on, I 
know that I must have forfeited Rama’s grace by some fault of mine and 
I pray once more for grace till I feel I am forgiven.” 

Was Thyagaraja aware that he was communicating with an audience 
when he composed? Unwittingly yes; not just that, but was aware of how 
successfully he was doing it. A composer who cannot in advance assess 
the effect of his piece on the listening public is in for some rude 
awakening. Although a conscious desire for communication may not be 
in the forefront of his mind, every move towards logic and coherence in 
composing must have been a move towards communication. 

The Thrimurthi-s 

It was the glorious era of music. How fortunate and lucky the world 
was to have all the three, Shyama Sastry, Thyagaraja and Muthuswami 
DIkshitar at one and the same time! The individuality, both in style and 
diction of the three vaggeyakara-s are too well known. Each outranked 
the other. Decidedly however, Thyagaraja had the edge over the other 
two in terms of the choice of the language, style, grammar, construction, 
technique and presentation. If the other two had their own identity, their 
excellence can yet be unearthed in the works of Thyagaraja. Take the 
language for instance; he has produced a wonderwork out of the day-to- 
day spoken language and brought out an architectural marvel and 
decorative mystery in its construction. Listen to these words, ra rdma 
intidaka, enduku dayaradura, peddala suddulu vinaka buddhi rddu, 
enta vedukondu rdghava and, intakante kdvalena. In presenting these 
universal truths, the easiest style is adopted. Result, the unlettered is 
baffled and mystified. The epics are liberally illustrated, in choice raga- 
s, kdlapramdna, laya. Compare kanugontini with dorakuna ituvanti seva 
in bMahari raga, kotinadulu with dasarathi in todi ragai, and rltigaula 
kriti-s, paripalaya and nannu vidachi kadalakura. If DIkshitar’s kriti-s 
are rich in raga bhava and grammar, how is it lacking in Thyagaraja? 
Compare 5 rartgasayi with srT subramanyaya namaste. If Shyama Sastry 
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Kriti-s of ThySgarSja - A quantitative study 

The air is full of music and the composer need only takes as much as he wants - 

P ublication of T.K.Govinda Rao’s “Compositions of Thyagaraja in 
national and international scripts: Devanagari and Roman, with the 
meaning and SRGM Notation in English, Ed. 1999”, has provided an 
opportunity for an analytical study of the Saint’s compositions from 
different parameters to understand, appreciate and get further insights 
into the great works. An earlier analytical study entitled “Kritis of 
ThySgaraja, An Analysis” by K.Rajagopalan, as a contribution to the 
Sadguru Thyagaraja Bi-centenary celebrations, published in the “Journal 
of the Madras Music Academy” in 1967, was an effort in Ganita Bhava 
as the author called it. The present effort is also a study in Ganita Bhava 
supplementing and complementing the previous study. 

The data in 687 kriti-s has been collected using the above source with 
their melakarta rdga-s, janya rdga-s (derivatives) of the different 
melakarta rdga-s used by the composer, tala-s, eduppu , and the starting 
points (respectively in pallavi, anupallavi and charana-s ), the number of 
charana-s in the kriti-s, themes of kriti-s based on the qualification 
scheme of Dr. RSghavan in “The Spiritual Heritage of Thyagaraja”, 
relating themes with rdga-s and tdla-s, deities on whom the kriti-s have 
been composed, personal references in the kriti-s , types of kriti-s, etc. 
These provide interesting results and will throw fresh light on the 
compositions. The following tables give the details of the analysis. 


Riga and Kriti Analyst 


Ctmp - Criteria 

W, ; 

■■ZEOHI 

n 


ESDI 



Kriti 

n 


26 

137 

163 

588 

H 

Hi 

fCrlti-s in milukartiis and none In its janyts 

■QMj 

— 

■m 

16 

El 

Kriti** in janyas and none in in milakarta 

(13) 

33 

33 

83 


Summary 

gVtSHMMP/W S' ,,01 ilf»" «■? ■’If' 1 ff", l 1 „ - ' ' / 1 V’- Pr l-A !Jl?' ■“) , j j T csW ' t r urSW 

39 

170 

Ka 

687 


♦ 687 kriti-s were composed in 39 milakarta-s and 170 janya rdga-s 
of 52 milakarta. This analysis excludes Chumika 


♦ The 20 milakarta-s and its janya rdga-s that act not used are: 6, 7, 
10,18, 31,32, 37, 38,42,43,47,49,50,54, 55,67,68,69,71,72 
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Melakarta raga-s 




Other melakarta~s make up for.,. 


Janya raga-s of the above 20 mglakarta-s contribute to... 


Raga-s are used to compose kriti-s totality 




Me 


Kharaharapriya (22) 




Br* m 


Sdiyak^itam (17) 


Sarasangi (27) 


KTravani (21) 


Manavati (5) 


Vaklilabhararia (14) 


Dhenuka (9), Divyamani (48),! 


Jhankaradvani (19), KSntimati (61) 


Kokilapriya (11) ? 


iVahllarti (40), 


m 




Bhavapriya (44), C 


Gangeyabhushani (33), 


Nasikabhushani (70), R 


Shanmukhapriya (56), S 


GaurTmanohari (23), Latangi (63), 
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Group 3 Distribution: Kriti-s only in Janya and none (0) in its Melakart a ~ 

MClakarta Raga (#) Janva | K riti in .l anva 

Chirambari (68), Dharmavati (59) 


4 (1 Each) 



Shadvidhamargini (45), Varunapriya (24) 


ChalanS 


Gamanasrama (53) 


Janya 
4 (1 Each) 



5 NTtimati (60). Vachaspati (64) 



7 Gayak apriya(l3) 


8 


9 




4 (2 Each) 


2 


3 


3 


14 


33 


2 


3 


14 


2 (1 Each) 


3 



(Group 3-8): Distribution of 15 Kritf-s In 3 Janva-s of Kamavardhani (5U 

Pantuvaraii (51) _ 

5 


3- 


_2 (1 each) 


sofNatabhairavi (20) 


8 


3 


4 (2 Each) 




AmritavShini (20), Hinddlavasanta ( 50 ), Jayanta^rT (20),, 
K.5kilavar§li (20), Margahindola (20), Nlgagaodhtri (20) 


imgla 




(13) 33 ( 4 ) 


2 


akurtu rfiga. J: janva rlgtt, K: kriti-s 



Classification: Other groups * KritU - Places of worship 
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Descending order of number of Kriti-s in each Rgga and the Raga-s used 


Raga (Melakarta No.) 

Kriti 

1 

(DhTra)Sankarabharana (29) 

30~ 

2 

(Hanuma)Todi (8) _ 

29 

3 

(Mecha)Kalyani (65), Saven (15) 

19 

4 

Bhairavi (20), Saurashtra(17) 

18 

5 

Madhyamavati (22) 

15 

6 

Arabhi (29), Atana (29), Varali (39) 

14 

i" 1 1 ■" 

7 

Kapi (22), Kedaragaula (28), Pantuvarali (51) 

13 

8 

Devaeandhari (29) 

12 

9 

Kharaharapriya (22) Mohana (28), Punnagavarali (8) 

11 

10 

Begada (29). Bilahari (29), Darbar (22), Harikambhoji (28) 

10 

Mukhari (22). RTtigaula (22), SahSna(28), Yadukulakambhoji (28) 

11 

Asaveri (8), Surati (28) 

9 

12 

Balahamsa (28), Dhanyasi (8), Ghanta (8) 

8 

13 

Huseni (22). Kambhoji (28), Saranga (65) 

« 

14 

NTlambari (20) 

■I 

15 

Gaulipantu (15), Srlranjani (22),Shudha s3vSri (29),YamunakaiySm (65) 

n 

16 

Ahiri (8), Kannada (29), Mayamalavagaula (15), N5r3yanagaula (28) 

u 

17 

Anandabhairavi (20), Bangala(29), DesyatOdi (8), D5vaman6hari (22) 

3 

Jayamanohari (29), Janaranjani (29), K^dSram (29), 

Kuntalavarali (28). Nayaki (22), PurvikalyUni (29) 

Purnachandrika (29), Shudha Bangui a (22), $rT (22) 

18 

There are 35 other raga-s with two kriti-s in each of them 

-mi 

19 

There are 119 other raga-s with one kriti in each of them 

i 


Tula Analysis 

With the exception of few, all kriti-s fall into five common tala groups. 


Distribution of Tak-s In kriti-s 

Tala Groups 

ivrtii-s 

Percentage 

1 

Adi (1-kalai, 2-kalai) 

344 

55.07 ' 

2 

De^adi 

90 

fHo 

3 

Khanda Chapu 



4 

Mi3ra chapu 

108 

15,72 

5 

Rupaka 

113 

nmzsji ■ 

6 

Bka, MisraJampa, TisraTriputa, etc. 




4 
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Distribution of Talas in Raga-s with 5 and more than 5 Kriti-s 


A 


Arabhi 


Asaveri 


A tan a_ 


Balahamsa 


Begada 


Bhairavi 


Bilahari 
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Additional points for consideration and discussion 

♦ The 92 kriti-s in adi 2-kalai are in 45 raga-s, with eighteen of them 
having more than one charana. Interestingly raga-s (some of them 
unfamiliar/rare ones) that have fewer than three kriti-s are in Adi 2-kalai, 
such as abheri, ahiri, suryakantam, hamirkalyani, kiravani, 
kuntalavarali, natakuranji, sama, saramati, vagadhishvari, takka, 
vasanta (2), sri (3). The kriti structure and the raga bhava-s need to be 
studied and examined with reference to the vilambakala nadai. 

♦ Significantly 60% of kriti-s in uncommon raga-s are set to Desadi. 
Around 100 kriti-s are in uncommon and unfamiliar raga-s. And there is 
only one kriti in each raga. 

♦The variations in the eduppu (starting point) of kriti-s in pallavi, 
anupallavi and charana-s are many even in one group, namely, adi tala. 
It works out to more than 40 varieties and these have not been taken for 
this study. The variations in other tala-s also have not been taken up. 

♦The themes of the kriti-s, along with the raga chosen to represent a 
particular one as well as the tala structure for the kriti need closer 
examination. As has been seen, there is a correlation between the themes, 
raga-s chosen, and the tala selected for the kriti-s. 

♦Mapping of the themes of kriti-s need to be graphically represented 
to exemplify the different subjects handled and their interrelations. 

♦ Kriti-s that indicate personal references, deities on whom kriti-s have 
been composed, anecdotes and episodes, and such other aspects need to 
be studied. 


###### 
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Special commentary on selected kriti-s of Thy agaraja 
Anatut rSvammaKalySni 

This is one of the three kriti-s where Thyagaraja has deviated from his 
Ishta Devata and appealed to Tulcisi. It is intriguing why he did it and 
chose Tulasi. The song has a remote resemblance to the style of Shyama 
Sastry and the technical aspects of the rhythm are highlighted. An 
intelligent singer can display his prowess in making varied combinations 
in the charana both in the disciplines of nercrval and swarakalpana. 

The choice of the raga for the 
kriti is novel. Watch the stayi 
where the song commences. It is 
rishctbha at tara stayi, which 
transforms the mild identity of 
the raga into one of immense 
force and with equal impact 
slides down to the adhara 
shadja. What a spectacle of the 
rdga\ And the message! “How 
dare anybody questions the 
princely stature, qualities and 
rule of the great king?” The imagination is immeasurable and the quality 
of melody is indubitable. The kriti moves with all solemnity. 

NSrada gurttswami: Darbdr 

This is a literary masterpiece, addressed to NSrada as Thyagaraja’s 
guru. The accolades offered are selective and appropriate in expressing a 
longing for his company. Acknowledging his mentor’s profound 
knowledge in vSda-s, upanishad-s, Sgama-s, purana-s, Thyagaraja 
expresses his ecstasy and wonders if there is anyone else at all who could 
have thrown light on these epics. “Who else could have prevailed upon 
Satyabhama to make a gift of her own spouse to convince her that bhakti 
is any day superior to wealth and pomp. The saviour of Praha!ada, and 
with such radiance in Your body which surpasses the autumnal clouds, 
protector of sages and saints, pray, protect me,” sings the Saint. 


KSru bSru s8yu v3ru: MukhQri 
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Buddhi radu: Sankardbharana 

The wisdom and depth in conveying effectively the universal fact is 
done in the choice of ntisra chapu tala of the song, every time the resting 
note, the adhara shadja conveys the tranquillity. The tempo is slow and 
ideally suited to carry the message. In the single phrase, biiddhi radii, 
the entire gamut of the raga is brought out. The opportunities for 
highlighting the sruti alignment are provided in every movement. Apart 
from the rich philosophy, the melodic content is also very rich. There is 
endless scope for neraval and swarakalpana and the item can be the 
main theme in a concert. The scope for percussion is also profound. 


Giriraja suta tanaya: Bangdla 

This kriti in the rare raga, Bangdla, is essentially popular for its 
rhythmic ecstasy and its madhyamakdla nadai (medium tempo). The 

other highlight is in the skill of 
the composer in projecting the 
uncommon raga. This feature is 
evident in the notation of the 
kriti. Because of the absence of 
both dhaivata and nishdda, one 
has to be careful with the raga. 
There is no nyasa swara (resting 
note) in the raga and hence the 
gamaka element is minimum. 
All the swara-s are flat. Watch 
how deftly ThySgaraja has 
coined the notes, particularly usage of the sequence ma pa ma ri pa sa. 
The construction of the song is more in its technical merits than in the 
normal themes of devotion and prayer. 

Ada modi galade: ChSrukSsi 



The raga, charukesi is usually referred to as a combination of 
sankardbharana and tddi. True, the first half of the cycle (purvanga) has 
the swara-s of sankardbharana while those of tddi are significant in the 
second half ( uttaranga ) but the slide over from one to the other is a 
graceful movement and not mechanical as generally conceived. As a 
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tnsla raga, it has enormous field to play about but caution should be 
exercised to maintain the identity of the raga. The raga essentially 
conveys a feeling of sadness. Thyagaraja uses the phrase 
sankaramshudai in the pfirvanga and uses the name of Anjaneya in 
uttaranga in keeping with the identity of the raga. The lyric is an 
expression of remonstrance. 

DorakunQ ituvanti sSva: Bilahari 


This kriti is a masterpiece in bilahari with an admirable level of 
excellence and virtuosity. First the spectrum of the raga; watch the 

prayoga-s of sa ri ga pa dha so. 


sa ni dha pa ma ga ri sa. The 
very first sangati in the pallavi is 
a direct circumscription of the 
arohana and avarohana of the 
raga. Watch the clever use of 
swara-s madhyama, dhaivata and 
gandhara. The movement of the 
kriti is composed and steady. The 
lyrical beauty is sublime, in the 
charana-s, in particular. Examine 
the grammar. The first phase of 
the charana is in double the 
kalapramana and the second phase is four times that. Obviously the story 
is long and to accommodate it in a limited space and time, a colourful 
and decorative format is the only way. 

Nagumdmu galavdni : Madhyamdvaii 



This is an utsava sampradSya fartana set for group singing. The song 
moves in a single octave confined predominantly to middle portion of the 
octave. This gives opportunity to a group of people to join the chorus. 
The highlight is simple rhythm and not much of music melody. As the 
singing goes on, listeners are influenced to join the group, giving it a 
finale of sorts, to a function. The item is generally reserved as a tail ender 
in a concert. The song consists essentially of a graphic description of the 
Lord in glorious terms. 
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NSda tanumanisam: Chittaranjani 

The choice of the raga is significant. It is nishadantya (i.e., it ends 
with the note nishdda ) and does not touch tai a shod]a in the arohana. 
The use of chatusruti dhaivata is mandatory and shudha dhaivata should 

not be used. The intention is to 
use the swara embedded in sama 
veda and hence pregnant with the 
feeling of peace. In his submission 
to Sankara, Thyagaraja extols 
Him as the embodiment of nada, 
the primordial sound. To Him, the 
Saint attributes the art of enjoying 
the melody of the seven swara-s. 
To Him, he assigns the swariipa 
of the five faces sadydjdtha. If 
one will pause for a while and 
reflect on the notes figuring in the 
opening scale of the charana, sadydjdtha, he will find that the notes for 
that particular part resemble, udatta, amdatta and swarita swara-s of 
vedic chant. The kriti outshine with the wisdom of Thyagaraja. 

Anupama gundmbudhi: AtSna 

A majority of the compositions in the raga, atdna starts in the higher 
octave i.e., tdra shadja although there are a few exceptions like krithi, 
mummurthulu that commences in panchama. The miirchana of the raga 
is essentially masculine; there is an in-built potency and force. The 
composition, set to khanda chdpu tala has additional effect in that it has 
to take a madhyamakala nadai. The sangan of* the sahitya, 
anusarinchinavadanaiti in the pallavi has a special connotation. 
Thyagaraja has obviously chosen this framework to convey the special 
message. There is a certain degree of command in his appeal for justice, 
unlike polite acquiescence seen in a majority of his prayers. Watch how 
he addresses Him. “0, My Father, I have some standing to convey to 
You my helplessness and claim immediate need for Your grace. You 
have protected Draupadi and the gdpi-s in their hour of distress. Why this 
double standard? The choice of the tala for the song is crucial. 
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NadopSsana: BSgada 

Begada is an ancient but yet popular raga. The swara-s, madhyama 
and nishada play a significant role. Attractive gcimaka-s can be coined 
with the help of these swara-s. The commencing swara-s in the pallavi 
and anupallavi signify it. The melody persists right through. The Saint 
speaks of the inconsistent attitude of the Lord towards him, where once 
he is comforted, and discarded at another time. He is scared that it will 
reflect on the hostility between him and the Lord. 

MSlukSvayya: Bauli 

This kriti is marked by sobriety, love and above all concern. 
Thyagarhja believes that it is his duty to wake up the Lord in a befitting 

way. He could not have chosen 
a better raga. Between bauli 
and bhupalam, he has preferred 
the former apparently because; 
the prayoga of nishada in the 
raga, unlike bhupalam, has the 
cool as well as the warmth of 
the early hours of the morning. 
While coming down from 
shadja to dhaivata, the swara, 
nishada acts as a pleasant jam 
gamaka. And listen to the lyric: 
“Please wake up. The entire world awaits Your royal presence”. The 
scenario the Saint creates is highly picturesque. “Celestial damsels are 
singing Your praises, ready to serve You. Lamps studded with gems 
have started unfolding themselves in white radiance.” 

EndukO rit manasu: Kalydni 

This kriti is almost a challenge to ShySma SSstry in the field of laya. 
Although the kriti is set to ddi tala, it has the solemnity of adi and the 
dignity of mtira chdpu. Watch the nadai at the commencement, it sounds 
tricky. The sdhitya in this simple phrase is equally moving, although the 
pallavi cannot accommodate a variety of sangatt-s evidently because of 
the intricate construction. Watch the swara-s, ga ni dha, at the 
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commencement, and the deliberate deletion of the swai a-s , ma pa , thus 
giving a new facet to the raga. The pace of the charana-s and the 
beautiful lyric, moving in the madhyamakala brings a beautiful contrast 
from the pallavi, and also provides emotional phrases for neraval and 

swarakalpana. 


Sangtta jnanamu: DhanyOsi 

That Thyagaraja is a musician and a musicologist is evident from his 
own repeated declaration in several of his compositions; in fact, he is 
obsessed with it. He also indirectly asserts that music is only a means to 



devotion and not an end in 
itself. He further vindicates that 
mere knowledge of music, 
without devotion can never lead 
to the right path to salvation. 
The melody in the raga is 
highlighted to the subtle usage 
of the phrases, sa ga ma pa ni, 
ni sa ga ma pa. The raga by its 
nature progresses slowly and 
conveys the meaning of the text 
discreetly. While singing, one is 


tempted to repeat the text again and again. The item can be elaborately 
developed in a concert although there is no ideal place for neraval 


Manasa etulSrtuni: Malayanrtruta 


The raga can convey intense bhakti. The deletion of the swam 
madhyama in the cycle has an emotive and sublime effect in the overall 
melody. Daivata is the live wire of the raga. The cycle provides easy and 
appealing combinations in swarakalpana , both in terms of melody and 
rhythm. Thyagaraja has rightly chosen the rdga to convey intense feeling 
of devotion, in a kalapramana, which is neither slow nor fast. Extolling 
the great qualities of the Lord he appeals, “Why don’t you forgive me 
and talk gently and soothingly?" Rendered with total concern and 
commitment, the song can stir up intense piety' in the audience. It can fit 
in well in the early stages of a concert. 
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Mundu venuka: DarbSr 

The context in framing this kriti seems to be one of urgency and 
concern to prevent the robbery of a gift of money, given for religious 
festivals and worship. Thyagaraja is in some difficult situation and wants 
help of the Lord immediately. He addresses Rama with some fine 
epithets to provide security with His Kodanda together with Lakshmana. 
The raga has a unique majesty; it has a touch of romance too. The subtle 
usage of the swara-s, nishada and gandhara identifies the raga from its 
close associate nayaki. The junta swara prayoga-s in the raga add beauty 
to the raga. The song fits in well in early stages of the concert and 
madhyamakala swarakalpana at the pallavi can prove attractive. 

Sttapati nSmansuna: Kamils 

Kamas is a raga normally reserved for the end phase of a concert; 
good padant-s and javali-s are available in the raga. This song is so 

ingeniously constructed and 
intended to be sung in 
madhyamakala with a simple ; 
tala that it is ideally suited to j 
take a place in the early stages ; 
of the concert and helps to build 
up the needed tempo. The ; 
charana in particular has good ' 
bhava and frame-work, that 
extensive neraval and attractive 
koruvai-s in swarakalpana can 
be invented. The rhythm is a 
treat to percussion players. Thyagaraja expresses a feeling of fulfillment 
that the Lord showed himself in the presence of Anjaneya and other 
esteemed devotees. He adds that it was cheering and a freedom from 
fear. 

Ennaga man asu: NJlUmbari 

There are as many as six kriti-s of Thyagaraja in the raga mlambari. 
Both in content and construction this is an outstanding piece. The first 
impact is in the presentation of the raga. In this the prayoga of jlva 



Ruga Suciha - Understanding Camdtic Musk 



116 


swara-s is clear. Since the raga has its own limitations, the Saint has 
used his own unique imagination in the format of its construction. The 
kviti has not got the established sections (^taiga-s) like the pallavi, 
anupallavi and charana-s . In construction, it resembles the format of 
bhajana sangita that was prevalent in pre-period of Thyagaraja, 
essentially meant for group singing. It is also confined to a single octave, 
which helps both men and women to sing together. The sahitya is 
essentially an exposition of the universal truth, where the uses of bodily 
functions are put' to abuse. The kriti can be sung at any time during a 
concert, although it is ideally suited as a tail ender. 

Sundareswaruni juchi: SankarBbharana 


This grand kriti is almost forgotten these days. More gripping than the 
raga bhava in the song is the lyrical rapture. The imagination of 

Thyagaraja and his concept of 
the celestial personalities are 
immeasurable. Although he is 



amongst whom Sundareswara 
is one. His perception of the 
beauty of the deity is such that 
he believes that no other god 
// can reach that impression. His 

dwelling is KovQr, equal in 
opulence to Klsi. He has 
golden legs and wears bracelets studded with diamonds. On one side he 
lias Brahma and on the other delightful damsels. On the one side he has 
tambiira, Narada and other disciple eulogizing him. The praise is infinite. 


Entamuddo entasogasd: BindumBUni 

A rare raga and a rare kriti. The ingenuity of the kriti lies in the choice 
of this raga, amongst thousands, to convey the dina and saurnya appeals. 
Added to this, the vilambakdla movement completes the theme. The 
beauty of the vakra raga is skilfully brought out. The praydga-s of the 
swara-s, ma, ga, pa in the pallavi are masterly strokes; even so in the 
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charana. Other kriti in the raga, if any, cannot come close to this 

composition. A choice item to be introduced in a concert where the 

image may be sagging. It needs extra skill on the part of the 

accompanists to do justice. The kriti more often works as a tranquilliser 

in a concert. The atmosphere is likely to get emotionally charged if 

rendered correctly and this can prepare grounds for more serious music. 

» 

SrTganapatini: Saurashtra 

The raga has a special technical significance in its structure. The 
subtle frequencies ( sruti-s ) that are in-built in the two swara-s, dhaivata 

and rishabha are critical. While 
that of dhaivata is a wee bit 
higher than the highest (panchama 
sruti) at the other extreme that of 
rishabha is slightly lower than 
shudha rishabha. Also, these 
swara-s are flat in the arohana but 
in the avarohana both the notes 
are extended with added gamaka. 
The raga is generally used at the 
beginning of a concert and is well 
suited as the inaugural Ganapati 
stud. The kriti, commencing at 
tara shadja adds immediate tempo. Yet another point to be noted is that 
the pallavi starts after three counts, while the charana starts with samani, 
a structure that is seen in some special compositions. 

Chera r&vademira: Rltigaula 

The fulcrum on which the raga stands is the swara, nishada unlike its 
close relation anandabhairavi, where the same note plays a touch-and-go 
role. Note how this dominant swara recurs with an extended function and 
also as a junta swara, throughout the song. The rhythm in the song is 
simple but striking sollu, dhim thaka dhim, thaka dhim. Thyagaraja 
compares himself to an orphaned girl, a circumstance where love and 
affection naturally flow from any source not to mention from the Lord. 
The song is simple in construction and can be learnt with little effort. 
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STtakafyana vaibhSgame: SankarSbharana /Kuranji 

In presenting the kriti in madhyama sruti the raga, sankarabharana 
has been given a different fa?ade. Certain amount of ceremonial ecstasy 

is launched. The item is perfectly 
suited as a concluding one, as a 
finale for the concert; a sequential 
peace is reinstated. The grand 
spectacle of the wedding in 
depicted. Note the importance the 
Thyagaraja gives to Anjaneya, 
“the hero of countless exploits” as 
he calls him. Glorious tributes are 
bestowed to §rT Rima, who causes 
terror in the minds of asuras, 
while at the same time He is a 
picture of peace and serenity, a source of delight, the support of the 
entire world, a incalculable warrior, tall and spirited; He is the stronghold 
of his devotees. 

MS jSnaki: KambhSji 

The raga, kambhoji is more impressive and popular than its parent 
harikambhoji. Almost every vaggeyakara has composed attractive kriti-s 
in the raga in varied tala-s and kalapramana. If the swara, nishada has 
no place in the arohana in the scale, it gains profound importance in the 
avarohana. This dextrous usage of a single swara adds a unique flavour 
to the melody. Also, in the usage of the phrase, sa ni pa dha sa, the note 
nishada is stressed with a higher frequency than designed and in the 
process gains greater impact. Every note in the scale plays an important 
role. The raga can form a major item in a concert and can be painted in 
varied hues. Thyagaraja has intelligently utilised the note nishada in the 
kriti and a good part of the song hovers around that note. “By holding the 
hands of our Janaki, you have become famous”, says the Saint. He pays 
glorious tributes to STta in the song: “She accompanied You to the 
forests. She offered her real self to the care of Fire God to prove her 
faithfulness. Living under the Asoka tree, she withstood the boastful 
advances of Ravana and yet controlled her anger.” 
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Em&nadichchevo: Sahana 

The rdga bhava framed in this kriti is extraordinary. The pace 
(kalapvamana) of the kriti is even more striking. Note the commencing 
swam, rishabha and the intense gamaka that is involuntarily built into it. 
Watch also the swara-s, ma dha with which the cinitpcillcivi is conceived. 
The liberty to apply gamaka to all the swara-s in the rdga invokes 
profound emotion of karuna rasa. The junta prayoga-s of the swara-s, 
nishada and gdrtdhdt a and the extended note rishabha necessarily 
becomes the jiva swara-s of the rdga. In addition, different types of 
gamaka-s can be deployed for the same swam. The Saint appeals with all 
earnestness for His grace, “Can’t You listen to me, is it my destiny to be 
so treated? Without Your grace one cannot aspire for fame, longevity, 
good health and wisdom.” 

Marugdlara 0 rdghava: Jayantairl 

Jayantasri is rdga with a special impact; this is due to the use of the 
sworn, panchatna in the avarohana. The usage of the combination ma pa 

ma ga and the complete absence 
of the swara in the drohana 
generates a feeling of empathy. In 
the lyric, the word is marugu 
elara. The desadi tala also adds to 
the savour. The item can be 
introduced at any stage of the 
concert. “I am not an orphan; in a 
sense, you are one for there is 
none to take care of you”. In 
paying tributes to the Lord, 
ThySgarSja philosophises that 
mind is stronger than impulse; even more rewarding is wisdom and it is 
the Lord that is wiser than wisdom. 

Inta saukhyamani ng: KBpi 

It is not that ThylgarSja is always sedate, in grief or sorrow. He has 
indeed found moments of pleasure. In this kriti, he expresses his bliss of 
chanting the name of R3ma, the bliss of singing in the three-fold aspect 
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Of swam raga, and laya. Thyagaraja has carefully chosen the romantic 
raga to put forth his happiness and is evidently aware of his skill as a 
musicologist. The usage of the sequence of swara-s, ma ni pa ga ri sa 
is significant. The item induces a sense of relaxation and tranquillity. 
Although this raga is reserved for the concluding part of a concert, this 
song in particular can fill up any gap. 

O rangasSyi: KStnbhOji 

It is interesting to compare this kriti with sri subYahmanyaya namaste 

of DTkshitar While this is set in adi tala, that of DTkshitar is set to 

riipaka. If one should closely 

observe the framework, in terms 
of notation of all the sections, i.e., 
pallavi, anupallavi and charana, 
in terms of kalapramana, 
grammar, raga bhava, impress of 
sahitya, stayi, all are almost 
similar although the tala is 
different for each. It looks as 
though one is the reflection of the 
other. It is a riddle as to how this 
has happened. This apart, the raga 
bhava is pregnant. Watch the frequent prayoga of pa dha sa. At the very 
moment, he seems to be in intense trouble from his opponents and refers 
to it inthp song. 

NT ndma rQpamulaku: SaurSshtra 

Thyagaraja’s mangatam in Saurashtra is rendered in every concert, 
although there are several other compositions of other vaggeyakara-s to 
end a concert with. By choosing Saurashtra, he has assigned a unique 
place to the raga, both as a starter with &ri Ganapatni at one end, and the 
mangalam at the other. As an ante-position to madhyamavati to follow, 
the mood leads to profound peace, tranquillity and indescribable 
relaxation, which should only be experienced. In the six chartma-s , the 
Saint looks forward to ever-growing prosperity and welfare, eternal 
victory and repute. He offers all these to His eternal name and divinity. 
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EvarichchirirB: MadhyamOvati 

The kriti has a special import both in structure and meaning, a 
dignified status unique amongst the compositions in the raga. Although 
set to a simple tala, it enjoins the dignity of an imperial rhythm. The 
raga bhava is completely built in, in all its glory. Watch the 
commencement of the song and the swara-s thereof, the ranjakatva is 
profound. Equally captivating combination in the song is, pa ma pa, ri 
mapa, pa ni ma followed by charana. Note the swara-s with which the 
charana, okatesina padhi commences, it is an odd combination. The kriti 
provides enough opportunities to coin varied sangati-s. The lyric relates 
to the archery of Kodandaplni, “a single arrow from Your bow is 
multiplied to a million and destroyed the demons Drumakulyas.” 

SSmajavara gamana: Hinddla 

The song commences with the notes, ma ga sa, the symbolic phrase of 

the raga. The pace of the kriti is 
madhyamakala and adds some 
thrill if followed or preceded by a 
prati madhyama song. There is 
liberal scope for swarakalpana at 
the pallavi take off. The song is a 
glorious description of &rl Rama. 
“You have the majestic gait of an 
elephant. You are the maestro of 
the music bom out of sama veda, 
an ocean of love. You are the 
essence of veda-s out of which 
wasb^rtfme^ven notes of music. You are delighted in playing the flute 
aij/have enthralkd the gdpi-s ." 

ftBma namu brdvara: Harikdmbhffji 

This is a simple but yet riveting composition, easy to render both in 
kalpita and manodharma features. Rfipaka tala helps in innovating 
several creative features, particularly in niraval at charna. This will 
prove well to learn mostly by beginners. The rdga has enough scope for 
alapanct and swarakalpana, The item will go well as the second or the 
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third item in a concert and can contribute to build up tempo without 
1 effort Thvaearaja’s strength in the usage of similes and metaphors 
ton well known He more often uses them liberally m describing the 
T d “Your face is that of full moon and your eyes are like sun and 
non- vour form is ravishing. Only you can help a human to cross the 
ocean of worldly ills,” says the Saint. There are references to Gajendra 

and Lakshmi. 

Nanu palimpa: MOhana 

Thvaearaia’s skill in choosing the tala and kalapramam of- a kriti to 
convey a message marks his originality. For instance compare the 
structure and movement of this song with blmvanuta , also in the same 
ra a and tala Each has its own message, merit and identity. If the 

former is set to madhyamakala and is bereft of gamaka, and full of 

exciting rhythm, this song is slow 

in movement and impregnated 

with profound gamaka. The 

sahitya bhava is immense and it is 

conveyed with great emotion. In 

the process, the r&ga pours out in 
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authority on the part of the Saint. By continued and relentless 
questioning, ThySgaraja admonishes the Lord, as it were, but soon 
convinces himself that this must have happened only to bless. “Tell me 
at least now, why You took this avatara on this earth? You were 
christened Rama, an acclaimed name in the veda-s. You are more 
handsome than Siva or Brahma. You must have come to bless this 
humble Saint." The song moves with majestic gait in misra chapti tala 
and brings in a dignity to the concert. To start a concert with this song 
will be powerful but one should have an unblemished sense of sruti. 

Sundari nT divya rtlpamu: KalySni 

The raga, kalyani is rich and potential. There is enormous scope for 
development in terms of manodhama. Kriti-s can commence at any 
swara in the cycle; in this frame-work there are any number of examples. 
This krld for instance starts at tara shadja and the force is instantly built. 

The kriti moves neither too fast 
nor too slow and therefore the 
accompanists are always at ease. 
Since the song is short, in 
relative terms, it is advisable to 
make the preceding alapana 
also short. In fact the story is 
blended into music and set to 
convenient rhythm. As the text 
is long, the letters in each cycle 
of tala get cramped but with no 
dent in the flow or difficulty in 
presentation. The circumstances 
for choosing Thripura Sundari, as the addressee is a little intriguing. The 
significance of the prayer of the deity on Friday is noteworthy. 
Thy8gar$ja is delighted at the spectacle of the divine form of the 
Goddess. “Having heard of your divine beauty, the wise and the 
celestials swarm for your dorian . I had the sanction and the delight of 
your dorian. I fail to understand my own merit in this context. When 
celestial damsels come in rows to pray and were not rewarded, I had the 
unique luck of obtaining your dorian '* 




Kaddanna variki kaddu: Todi 

This kriti is a masterpiece in todi, one of the best art fonns. The 
truthful yet philosophical statement, commencing at shudha gandhara , 

immediately proclaims the raga bhava effectively and with dignity. As 

the kriti spreads, the bhava also 

i spreads. There is endless scope 

| . for creative music both in tenns 

I °f manodharma sangita and 

s-^ajifFn swamkalpami. The construction 

involves precise and rational 
// yah 7usage of nyasa swara-s and 




1 



oes 


nose who 


steadfastly repose faith in Him and pray.” Thyligaraja adds that there is 
methodology in praying - discarding sleep, embracing the tambwa 
gracefully for the drone with pure and clean mind one should pray in 
chaste and melodious musical form. It is this mdrga that answers, “Yes, 

He is there” 

Darini telusukonti: Shudha sSvgri 

One of the finest compositions where Thy3gar2ja has discretely 
brought out the raga bhava in various movements. The very first phase 
in the pallavi displays the Sroham and avetrohana of the rdga. Although 
the rhythmic fabric is strikingly interwoven in various gads, it is not at 
the cost of the bhdva. The highlighting of lakslmt and iakshana are such 
that they accommodate innumerable sangati-s in grand style in all the 
three Sections of the kriti : pallavi, amipallavi and charana. Listen to the 
sangati-s in the char ana. The percussion permutations add thrill to die 
structure. Any bdni (style of singing) can find endless stretch of 
imagination ill the field of manodharma. The auduva rdga is ideally 
suited for janta swara praydga-s , as can be seen in the sangati-s. Note 
the usage of the swara-s dhalvata, rlshabha; it is captivating. The rdga is 
very fluid; for instance, just by the replacement of madhvama by antdra 
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gandhara, the swarupa changes and a totally different ragci like moham 
emerges. In introducing the madhyamakala passage in the charana, the 
kriti resembles the structure of the composition of Dlkshitar. The kriti 
can help listeners to develop the art of building up various sangati-s 
independently. 

Appa rama bhakti: PaniuvarSli 

A mcidhymakala h-iti. The first impact of the ragci can be truly felt as 
it commences with panchama and the anupallavi at the tara shadja, 

unlike the character of the close 
raga, purvikalyani that normally 
has its origin at adhara shadja 
or antara gandhara. In every 
charana , the yishranti is 
designed to rest at shudha 
dhaivata and the samvadi 
relationship of inadhyama and 
dhaivata is highlighted. It is the 
inspiration and exaltation of Sri 
Rama that are accentuated in 
this kriti. Therefore art music in 
this kriti is not so rich. The 
charana commences at gandhara and is so constitute)} that it provides 
endless scope for manodharma sangtta like mrarnl m&swrakalpana. 

M rBma inti dUka: AsBvgri 

ThyigarSja is an expert in the usage of figure of speech. Watch the 
pun on the syllable ra. The statement can be read as rdra ma inti daka 
or r5 rama inti daka. He does not leave it there; the syllable ra is used 
in several shades, ra ra dasaratha kumSra, raghuvira, rtartnilukdra and 
lera. In keeping a close watch to such means of decoration, he also 
conveys the sdhftva and rSga hhdva. The persistent and Characteristic use 
of the swara combinations like, ri ma pa dha pa, ri ma pa ma, sa ma ri 
garisa are striking. The invitation for the Lord is expressed in varied 
ways of emotions, each time applauding him Of great qualities. The 
composition is sober, sublime and supplicating. 



- timkrsumding Carmtiw Music 






126 


BagSyanayya: ChandrajyOti 

The choice of the raga is a point to be noted. The shadava-shadava 
rdga has the impressive swam, shiidha gandhara qualified with unique 
jdru gamaka, which accentuates the dim qualities in the lyric. Th e 
qualities of prati madhyama and chatusruti dhaivata as chaya sivara-s 
are planned to be highlighted. Note the resting end swam in the pallavi, 
chatusruti dhaivata. The song is just a statement and there is strictly no 
scope for niraval and swarakalpana. If so done, it may pollute the 

contents. 

Swarardga sudhSrasa : SankarSbharam 

Whether Thyagarija is first a musician and then a composer or the 
other way about is difficult to say. In several of his compositions, 
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Sogasugd mridanga: SrTranjani 

The rhythm produced by the mridangctm and played as per right 
principles and right rules, like prosody, proper intervals, pure devotion 
and moods ( navarasas ), is indeed a difficult task. It needs great courage 
and conviction to present the sublime thoughts of upanishad-s this way. 
Thyagaraja questions if there is ever one who can do it, including self. 
The spectrum of the raga is well brought out. Watch the initial swara-s, 
ma ni ni dim and the point where the word mridanga starts, and the 
aridi (stress point) of the word that follows. All the parameters of 
musical construction are dextrously coordinated. The swara-s, ri ga ma 
of the word yukti in the charana: is all at the tdra stayi and effectively 
conveys the meaning. One of the famous kriti-s where the skill as a 
composer is well reflected. 

EnndlluyBrake: SubhapantuvarMi 

The kriti is emphatic both in terms of raga bhava and lyrical content. 
Evidently, Thyagaraja is desperate, disappointed and even exasperated to 
the point of defiance. He seems to take a challenge, “let me see how long 
You propose to discard me.” And there his protest ceases. He resorts to 
question the discrimination of the Lord. “Did You not fulfil the desires of 
the sages? Did You not protect, at the instance of Your wife, 
innumerable devotees? Why not me?” Notice how well the raga bhava 
gets in at the very commencement. Watch the swara-s, sa ri ga with 
which tire letter word, yurake ends, where the gandhara is highlighted. 
This is followed by richness of the swara, dhaivata in the word chutamu. 
Also note the ending of the pallavi; it is captivating. Thereafter the 
emotion (grief) explodes in calling the Lord. " 0 Rama". What a 
combination of devotion and disappointment! How can the Lord not 
oblige? The Usage of the combination, pa ma ga, and ga ri ga in the 
eharana-s are equally forceful 

Vara rdga laya: Chenchukdmbhffji 

This is yet another kriti where Thyagaraja indirectly asserts himself as 
an unquestionable pundit in the science of music. He even goes a step 
fiirther to question the scholarship of others and to do this, he chooses a 
rdga like chenchukQmbhdji. The raga has intense vakra stinchdra in the 
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arohana, so go ri go mo po mo dho ni dho po ni dho ni so . What a 
satire and what a challenge! It needs great skill to deal with the rage. 
There is absolutely no gamaka. “There are people who blabber and 
chatter pretending to be top-notch experts. In fact, they do not have a 
clue in their brains about the distinctions of raga notes and murchana 
trills. They chatter as if they are ardent followers of raga and rhythm.” 

GTtdrthamu: Surati 

One of the finest compositions in the raga. In every phrase, the raga is 
lavish and the entire spectrum is adequately covered. Watch the prayoga 

sequence, ma go pa mo ri, which 
is the essence of the raga. The 
choice is perfect to convey the 
message of a universal truth - the 
significance of the Gita and the 
bliss of music. “One has to delve 
deep into each to understand and 
behold them,” says Thyagaraja. 
The five creeds centred on Hari, 
Hara, Aditya, Kdla and Karma are 
well projected. Even though surati 
is a raga that has its place at the 
end of a concert, this kriti has such unique content and construction that 
it can come up any time in a concert. 

Vinar&da na manavi: DSvag&ndh&ri 

A highly emotional raga characterised by the crafty usage of the 
swara-s, gandhara and nishada. The swara-s need extension, with jSru, 
kampita and vali gamaka-s, without which the rdga unwittingly slides on 
to its counterpart, drabhi. A raga, which has also its identity in relaxed 
singing. Karuna rasa is the hallmark of the melody. The plea, “Can’t 
You listen to my appeal?”, fits in so well. Words, n& monad 
corresponding to the swara-s, ma go ri, ri ma pa forthwith brings out 
the raga bhdva. The commencing phrases of the char anas have even 
greater telling effect. The Saint tempts the Lord and says, “When 
youthful damsels call You, can’t You listen?” 
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Nagumdmu ganalSni: AbhSri 

This is the only composition of Thyagaraja in this raga. There is 
pathos as a predominant element in the raga. Note the usage of the 
phrase, sa ga ma pa ni so. The krlli is known for its melodic beauty. It 
moves well over an octave and the sahitya at the higher octave and 
beyond is captivating. The flow of the text is stately in keeping with the 
meaning of the lyric. The charana brings in anecdotes of the incidents in 
the epic. The end phrase in the composition has a madhyamakdla lyric 
appended and this brings a unique decoration to the construction. 

GurulSka etuvanti: Gaurlmandhari 

The significance and importance of a mentor ( Sadguru ) in the success 
of life is adequately stated in this impressive mela raga and in the impact 

of the rhythm khanda chapu. 
The spiritual illumination won 
through the guru can counter the 
mental anguish caused by the 
attachment to wife and family - 
thanuvu, suta, dhana, dhara, 
dhayadhi and bhandavulu. Both 
melodic and rhythmic contents 
are well balanced and the 
madhyamakdla pace induces a 
unique thrill. The raga has wide 
expanse and is open for 
elaborate vyavahdra and manipulation. The piece can be handled as a 
major item in a concert. The khanda chdptt wedged between other 
permutations brings out a classic change 

Rdga sudhSrasa; Anddlika 

The ingenuity of ThylgarSja lies in the choice of this raga. It is a 
mystery how such choice raga-s come to his mind. Although a tough 
configuration, it fits in ideally to the context. The taga is characterised 
by the jdru gamaka of the two swara-s, nishada and madhyama. Watch 
the commencement of the kriti. It starts with nishada with extended 
gamaka, followed by a similar character of madhyama. This qualifying 
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feature of the raga is persistent right through. Also observe the stayi and 
swara where the cmupallavi commences; it has a pounding impact. The 
combination sa dha ma ri in the avarohana is skilfully built in. The 
message is loud and clear. “The essence of the raga produces beneficent 
results of yoga, yaga, tydga and bhoga; drink it and enjoy.” 

Venugana teluni: KedBragaula 

A unique raga, which is pregnant with sringara rasa and the scene is 
related to SrT Krishna, the Lord loved by gopikastri-s. What a wonderful 
choice. Compositions in this raga always command excellent lyrical 
content. Varied types of gamaka-s can be coined when an amorous thrill 

is created. In short, the raga is an 
ocean of emotions. The extension 
of the swara, rishabha is 
symptomatic and the preceding 
gandhara identifies and 
differentiates it from the close 
rSga, surati. It is again strange 
why ThySgarlja has chosen Lord 
Krishna this time. “One needs a 
thousand eyes to appreciate the 
beauty of Krishna” he says. The 
scene is candid. Watch the 
commencing swara-s, pa sa ni dha. of the charana, vikasita pankaja 
vadanalu vivida gatula nadaga rnkari kokaru karamumnidi vSrakanuIa 
judaga. Charming ladies surround the Lord with tresses decorated with 
flowers. The youth of surpassing beauty is the star of the procession. 
Women of ravishing beauty precede him, dancing hand in hand to varied 
rhythms. They glance at him shyly. The spectacle is extraordinary and 
the emotion impassioned. The lyrical beauty is fascinating. 

EvarRra ninuvinS :MOhana 



The song commences with tire symbolic phrase of the r&ga with the 
swara-s ga pa dha ri sa and the second half of the pallavi completes the 
cycle of the raga just like in any other song. Set to mUra chdpu , the 
scope for a variety of sangati-s is not there; instead, the kriti is 
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responsive and emotive. The appeal is immense in his pleadings in the 
anupallavi. The stress on the an tar a gandhara strikes the heart as the 
pa swara of the raga in combination with rishabha. Indulging in 
neraval may not be pleasant at any point of the lyric, but will fit in well 
at the commencing phrase and is a suitable place for a variety of 
combinations, which in turn provides enough opportunities for 
percussion extravaganza. The item can prove a major one in a concert 
and even for tani avartanam. 

Tera ffyagarSda: Gaulipantu 

The raga is marked by the deletion of the swara-s, gandhara and 
dhaivata in drohana, the intensity of madhyama and nishada and the 

delicacy of the swara-s, rishabha 
and dhaivata. The sruti 
(frequency) of madhyama is 
slightly higher than slut dim 
madhyama. The raga conveys 
karma rasa. The story goes that 
when Thyagar§ja visited Tirupati, 
he could not have darsan of the 
Lord, as there was a curtain at that 
time in front of the deity. The 
pleadings “to remove the curtain” 
is figurative. The Saint, in spite of 
his wisdom and learning is aware that he has many inadequacies and 
failures. His pleadings are to save him from these and clear them. He 
claves for the four blessings of “right conduct, taintless wealth, genuine 
love and devotion.” He quotes some meaningful illustrations. 

Nttma kusumamtdachS; $rT 

If one should look for the complete rSga lakshana and swarupa of the 
ghana raga, M, it is found in this bid. The graceful movement, the 
MapramQna , the highlighting of the swara gdndhSra by jtva swara at 
appropriate and recurring intervals bring out the essence of the raga. The 
frequency of the swara-s, g&ndhara and rishabha are designed to be 
slightly lower than normal. The accolades he bestows on &rT Rama are 



M$a Sudha » Understanding Carnatic Music 









132 

excellent. The value of Ramanama is accentuated. If endard mahanti 
bhavulu is one facet of the sri raga, this kriti has yet another face 
enriched with forceful gamaka-s. Introduction of the kriti in the initial 
stages of a concert will suit well, but neraval or swarakalpana will ruin 
the graceful structure of the kriti. 

RSmabhakti samr&jya: Sltudha bangala 

Shudha bangala, a derivative of kharaharapriya, is a vakra raga. The 
deletion of gandhara in the arohana and its extended gamaka usage in 
the avarohana, as seen in the raga sri, generates a feeling of devotion. 
Thyagaraja considers bhakti as a kingdom by itself and adds - blessed 
are those who have attained it. The mere sight of these sublime souls is 
conferring bliss. Those who are enraptured by the Lord in their straight 
and clear devotion can experience this. This kriti is well suited to initiate 
a concert and infuse bhakti straightaway. Crisp madhyamakala 
swarakalpana with myriad combinations to go with pallavi, adds flavour 
to presentation. 

NSdupai balikSru: MadhyamBvati 

The raga chosen basically is full of bhakti rasa. In utilising this raga, 
Thyagaraja has skilfully used the soulful passages, rimari, ri mapa, 
pa ni ma pa, pa ni ma, ma ri sa. Watch the eduppu of the anupallavi. 
It starts with the note panchama and leaps to rishablm, which generates 
an electrifying effect Thyagaraja too being'after all a mortal is involved 
in family feuds. He has chosen this song to express his distress. He is in 
grief of the motives attributed to him, that he demanded partition of 
property from his dhayadhi-s, that he complained he was a destitute, that 
he intrigued in the division of the family, et al. 

Sri narada nada: Kanada 

j, Thy5gar5 J a has composed just a couple of kriti-s in the raga , Both of 
hem are set to such a kalapramana, that is in keeping with the emotion 
of the raga~, slow and richly charged with bhStva; karma rasa dominates. 
The raga ^ gains a unique dignity in the swara, gandhara in conjunction 
vith the ddhai a shadja and madhyama. With the addition of nish&da and 
Dcinchama, the cycle is complete. The prayoga ni pa ga ma ri sa is 
- ectrifying. The swara, gandhara is always extended and the gamaka in 
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the swara, ma symptomatic. The composer is fully conscious of the 
melody of the raga and uses the phrases with dexterity. The reference to 
Narada is also significant because Narada is symbolic of music The 
Saint compares Narada with the bee humming around the lotus 
Indirectly he announces that he is a vainika also and refers to the fact that 
it is only in the veena that unique musical sounds similar to veda can be 
produced, is always associated with divinity and that it provides endless 
scope for manodhanna sangita like neraval and swamkalpcma. 

UyyBla tRgavayya: NTlSmbari 


There is a sentiment that this raga or the kriti in the raga should not 
be transferred from the guru to sishva and it is said that the result in such 
an event would end up in a tragedy! However, there is an in-built bhakti 
and karuna rasa in the raga. Children are put to sleep while singing this 

raga and therefore referred to as 
nidranlpa shanti. The raga moves 
at ativilambakala and suits the 
evening hours of the day. The 
swara-s, rishabha and niadhyama 
have a relaxed status. Gandhara and 
madhyama have intense stress while 
rishabha has a delicate touch. 
Thylgaraja puts the Lord on the 
swing and rocks him with a galaxy 
of chosen people round him, as 
Narada pays his obeisance. Vedic 
and upanishad music is being chanted amidst damsels of ravishing 
beauty. What better scenario is needed for the Lord to delight in? 



RBnidhi rBdu: Mantrungu 

Although the term tiidhi means wealth, the Saint actually means 
events in life. Nevertheless, it is true of wealth also. It is destiny that 
controls events. Unless ordained and destined one can neither avoid nor 
cause to happen what one wants, be rSkshasa or bhusura. ThySgarSja 
to himself that if he is destined, he should get the sanction of 
Lord. The raga lakshuna is clear. The usage of the swara 
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combination ma ga ri sa is striking in contrast with ri ga ri sa 
identified with raga, sri. The swara-s in the raga are extended as it is 
clear in the construction. There is also scope for the application of junta 
swara-s like ri ri. Although the raga, manirangu generally occupies the 
end slot, this kriti can fit in at any place in a concert. 

Enduku peddalavalS: Sankarabharana 

Compositions in sankarabharana commencing at adhara shadja and 
moving in vilambakdla have a unique dignity. The song moves in a well- 
phased rhythm from swara to swara in a free and natural way, yet there 
is no wasteful idleness. There is rest and repose at every svrara. One of 
the popular songs in the raga, which can be made the main item. Both in 
construction and content, the kriti is complete and spellbinding. Framed 
to run in slow speed, it provides endless opportunities to fabricate many 
sangati-s covering the entire gamut of the raga and thrilling rhythm. 
There are several places for neraval exercises as well as swarakalpana. 
The rhythmic framework also provides suitable opportunity for 
taniyavartanam. Thyagaraja displays his humility and appeals to Lord to 
bless him with wisdom as bestowed on great ones. While at one point he 
admits that he is knocking arrogantly from door to door for wisdom, he 
indirectly articulates .his sense of self by saying that he is aware of the 
profound meanings of veda, sastra, bheda rahita philosophy, etc. He also 
smugly says that he is aware of the secrets of ndda vidya. The song 
should be rendered in an effortless way, lest the philosophy is tainted. 
The framework of the song and the great raga can help the artist to make 
it a prime item in a concert, to be followed by neraval, swarakalpana 
and taniyavartanam. 

Nadaldludai: Kalyanavasanta 

% 

C/;'i 

| The prayoga of sa ga ma, dha pa ma ga, ni dha pa ma ga is 
I fictional. The jam gamaka from kakali nishada to shudha dhaivata is 
i: mythical. That ThyagarSja is a master musician and musicologist is 
evident in the design of the kriti. In the sShitya he indeed speaks about it, 
the derivatives of raga-s by the manipulation of the seven swara-s. “It is 
through this that the Trinities, Indra, Gan€$a and Subramanya, had done 
nadopasana ” 
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Kanugonu saukhyamu: NSyaki 

In this kriti, the beauty lies in the exposition of the raga. The kriti 
starts with the stamp of the raga, with sanchara, ri ma pa dha ni dha pa. 
Note the extension of the swara nishada. It is even more positive in the 
anupallavi. The entire spectrum of the melody, particularly in the higher 
octave comes out in full tune. The truth in the kriti, viz. that unless there 
is integration of the body and mind, moksha cannot be achieved is 
effectively conveyed. 


Sarasa sBmaddna: KSpin&rayani 


The raga in this kriti is symbolic. The vakra shadava sampfirna raga 
has the characteristic phrase, ma ga ri ga ri sa and gandhara is missing 



subjugation and finally annihilation, 
illustration from the Epic Rlmayana. 


in the arohana of the cycle. This 
adds a unique relish whatever 
the combination. The resting 
swara-s are minimal and the 
melody moves at a fast pace 
with little or no configuration of 
gamaka. This framework 
contributes to a thrill of its own 
in a concert. Thyagaraja extols 
the skill of the Lord in utilising 
the four margas of preservation, 
temptation, separation and 
He supports this fact from an 


SangJta idstramu : Sdiugabhairavi / MukkOri 


ThySgaraja's abounding and wealthy knowledge of music and self- 
awareness is widely spread in many of his compositions, sometimes, 
almost to the point of bragging. In this kriti , he asserts that the way he 
has practised, * Thy8gar!\jn nirchina.. ’ and attained proficiency is the 
way to attain the bliss of sarupya. He also adds that the story of Rama 
contains the essence of nine rasd~s or human feelings, devotion, grace, 
and compassion, to name a few. This is one of the rare kriti-s in 
salagabhairavi , which moves in madhyamakala. 
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Menujuchi mosaboku: Sarasangi 

This is the only kriti in the raga. The mela raga gives the impression 
of a combination of sankarabharana in the pfirvanga of the raga and' 
mayamalavagaula in the uttarcmga although in totality it gives a 
different flavor. Because of the usage of the note shudha dhaivata, it 
gives both the emotions of romance and humor. The kriti is rather an 
offensive comment on women at large, however true it is. Do not be 
mislead by the peripheral fascination of a woman. The external striking 
veil conceals the deplorable stuff inside. They enchain and land men in 
desolation. Transfer yourself by singing the glory of God. 

Chakkani raja mdrgamu: Kharaharapriya 


The pre-eminent qualities of Thyagaraja as a vaggeyakara are 
evincible in this kriti. Every detail as well as the overall structure has 

been given meticulous attention. 
One of the prominent mela raga-s 
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the pallavi, with swara-s, dha ni dh 
integration thereof. 

Entmani tanakenta pStti: HarikBml 

The kriti gives a grand spectrum 
which it is confined to. A majority o 
below panchama. It is interesting to 
in similar format resemble one an 
'mvkhari), evarikai avatdramettitivo 
vhich build up the initial tempo in 
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early stages of a concert. The raga bhava is well brought out and the 
emotive power of the sahitya is impressive. Beautiful illustrations from 
the epic are quoted to justify how one has to wait for the grace of the 
Almighty and not just expect immediate results. The kriti is set to 
vilambakala and the opportunity to highlight sruti content is rich at the 
resting swara-s, particularly tara shadja. The charana-s are ideally 
suited for neraval; the eduppu of the kriti is a point to be noted. 

Lakshanamugala rOmuniki: Shudha sdvSri 

Shudha saveri is a ranjaka raga and there are many attractive kriti-s in 
the raga. The present one is however a slow moving one with all the 

lakshya and lakshana-s of the 
raga. The prosody in 
construction is very attractive. 
Watch the usage of the word 
lakshana and its rational 
deviations. Making 32 
pradakshana-s to Sri Rama is 
considered to be auspicious. 
Only those who are conversant 
with veda-s can realize his 
swarupa. He is the cherished 
friend of those who contemplate 
and sing His praise. The kriti can be made a major item in a concert with 
good scope for neraval and swarakalpana. 

LSli ISliyani: HarikSmbhdji / Kamds 

ThySgarSja has composed a couple of songs as lullaby. He assumes 
the role of a sentinel and protector and treats the Lord as a baby; a unique 
form of devotion, with deep affection, he puts him in a cradle and rocks 
him. While hailing Him, he feasts his eyes. The devotion is clear when 
he says, “While rocking You, I chant Ramanima.” The kriti is set to 
harikambhoji, but kamas also goes well The four charana-s sound 
exceedingly well with lilting rhythm. The song if rendered in raga 
kamas can take the end phase of concert, followed by ajavab or tillana. 
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Broche varevarS : SrTranjani 

The song is essentially an attempt to portray the raga bhava in a 
simple way confining to the middle octave. A combination of the pallavi 
set to even kalapramana and the charana to madhyamakala gives a very 
enjoyable balanoe to the construction. The repetition of the pallavi at 
regular intervals after each charana does not give room for monotony 
because the kriti is woven around a story, as it were, of several 
illustrations from the epic. Swarakalpana at the commencement of the 
pallavi will prove decorative, but there is no room for neraval. 

Vinayakuni valenu: MadhyamSvati 

One of the rare kriti-s of 


w 


Your son Vinayaka”, gets 
effective and forceful appea 

Bhavanuta ; MSltai 

The impressive fi 
highlighted by the 
madhyamakala (me 
though the same rhythm is < 


ThySgardja where he has 
devotedly addressed Kamakshi, as 
sister of Viihnu in the phrase 
Kanchipurddhindyaki. The kriti 
has instant impact as it 
commences at the higher octave 
and takes a rapid sweep of the 
raga in almost the entire cycle. 
The tribute, anatarakshaki irf 
kamakshi, reiterates the request 
with equal eloquence and the 
appeal, “Protect me as You would 



nough the same rhythm is consistent right through, it does not give any 
room for boredom. The change in octave again is confined to the ddhara 
shadja in the beginning and later to the samvddi swam panchanui. The 
construction is simple and can easily be learnt by an average singer or 

even a eginner, essentially because the technique is based on the use of 
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janta swara-i. For instance, the notation in the pcillavi, ssrrsrgpgrs 
ddrrds, is almost simi lar to the popular varnam, nirnu kori of Ramnad 
Srinivasa Iyengar in rnoham. There is very little gamaka and therefore 
the song can be notated without any effort. The melodic elements may 
not be rich but it is made good by the rhythm. The plaintive pleading is 
adequately and effectively conveyed in all humility. 

HechcharikagH rSra : Yadukulakambhffji 

Both the raga bhava and rhythmic grace fonn the essence of the 
composition. The lyric is charming at one moment, titillating at another, 
sublime at one moment and divine at another, but delightful right 
through. In inviting the Lord, ThySgaraja seems to have prepared the 

ground with a fascinating array of 
arrangements. He has decorated 
§rT R3ma in his own right, as 
glorious as he can imagine. In 
keeping with rhythm built into the 
kriti, the Saint has framed the 
sahitya, “With Your golden crown 
shedding radiance, the pendants 
from Your ears oscillating and 
jingles round your feet twinkling, 
come, come and seat yourself 
amidst the glorious music of 
vina." The entire scenario gives the picture of divine dancing, rf 
presented in the spirit and intention as designed by ThySgarSja, listeners 
will begin to dance, as it were! It is a delightful piece that can be 
accommodated at the end phase of a concert. Nothing in the form of 



situations like this, tickles the performer as well as the listener. 

Manama iSda: HamTrkalyflni 

“Have You any self respect?” How does Thyagaraja make such a 
cutting remark? Is it not a rude approach? Perhaps his intimacy and 
sanctioned liberty with the Lord have given him that courage. He further 
:s his remarks. "When SugrTva speaks to You in taunting words, 
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You with a sense of wounded pride, made him a king.” Thyagara 
means that because he is just a lover of music, and nothing more, he is 
ignored. Watch the pun on words ‘ manamu’ and ‘abhimanamu’. The 
only other kriti-s in this raga is ni dasanu dasudanani. The skill of the 
Saint in bringing out the essence of the raga is outstanding. 

Sogasu jUda tarama: Kannadagaula 

The raga kannadagaula has an immediate impact. The stress on the 
swam, ga in the arohana sa ga ga ma pa ni sa and the swam, ni j n the 
avarohana sa ni ni dim ma pa ma ga sa is the reason for that. It has a 
touch of taunting too; it may even have shade of mockery. The liberty 

Thy3gar3ja takes to do this is 
similarly seen in the other kriti, 
drajupu jftchedi nyayama, more or 
less in the same frame of mind. 
This emotion is mainly produced 
by the unique prayoga in the 
raga. Although the arohana is 
sampUrna, the deletion of the 
swara-s dhaivaia and rishabha in 
the avarohana creates romantic 
combination, like ri ga ma pa, 

maga sa, ni sa ri dha pa. Added 
is tie free use of junta swara-s like ni ni ma ma, gives further beauty to 

the decoration. The sparkling shades of the raga appear at established 

and regular intervals. Thyagaraja gives a graphic description of the 

andsome personality of Rama combined with a deep sense of 

spirituality which in turn gives an idea of ThytgarSja’s sense of 

aes e ics. e escription is classic. The item gets in well at any stage 
of the concert. J 6 

Vandanamu raghunandana: SahQna 

The song is known for its lyrical excellence. The choice 
heir adroit and masterly combinations, the rhythm and thrill n 
o mention the raga bhava therein, all make the kriti one of the finest in 
ie raga. re composer has confined predominantly to the middle octave 
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but yet the external architecture and interior decoration of the kriti 
outshine. Note the starting swara, rishabha and the mandatory extension 
of the note with appropriate gamaka. There are nine charana-s in all, and 
each is a jewel in its own merit. There may be repetition of a constant 
rhythm but there is no tedium. In repeated but polite interrogations, the 
Saint asks the Lord why is he not responding? 

Sintamu Iska: SSma 

A great truth realised after great experience and stated in simple terms. 
It is presumed that by the time this kriti was thought of, Thyagaraja must 
have gone through the ups and downs of life. This evidently is what life 

has taught him “Without serenity, 
there is no happiness. Though one 
may have wife and sons, wealth 
and plenty of gains (based on 
observation) always engaged in 
prayer and austerities (of self) and 
even acquire a fortune, without 
serenity, there is no happiness. 
You might perform all the rituals 
and sacrifices, you may be able to 
read people's mind very well, but 
without serenity, there is no 
happiness.” This romantic raga has its impact because of the omission of 
the swara , nishdda in the cycle. Rishabha and dhoivata play a major role 
in the melody. Watch the commencing swara in the charqna; the raga 
lakshana immediately shows up. The choice of the raga is even more 
meaningful in terms of the feeling (rasa) with which the truth is slated. 

Sltamma mSyamma: Lalita 

(ft ' ' 

At some point of time, ThyagarSja seems to have found himself 
insecure. Why else is he claiming Rama and STta as his parents and other 
deities as his close relatives? In his list, he has not omitted any. The list 
is Bharata, Paramasiva, Vashishta, Par&iara, N5rada, Sanaka, Anjaneya, 
Lakshmana, Garuda, Shatrugna, J&mbhavan, Suka, Indra, Gautama, 
Gan§<>a, Subrahmanya and all other devotees. It looks as though in his 
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right and assertions, others have no claim. The song sounds like an 
invocation and stays in the middle octave right through. The raga 
lakshana is clear and vivid. 

Samayamu telisi: AsavSri 

This is an excellent kriti in the raga. The bhava, the philosophy and 
universal truth are depicted with simple but impressive examples. The 
kriti can be considered as an important item in the concert. The place for 
neraval may not be ideal but swarakalpaita in the pallavi makes an 
impact. “Of what usq is wealth unless it is given as charity to appropriate 
persons? Of what use is awe-inspiring poetry for a lunatic? It makes no 
meaning if a blind person opens his eyes wide. A wealthy person is as 
good as corpse if he does not indulge in charity; at the end he will end up 
as a ghost. Similarly music without devotion is a fruitless exercise.” 

End j&sitenemi : Tddi 

Compositions in tddi commencing at dhaivata have a special impact. 
They immediately generate a feeling of rest and repose, a sense of 
relaxation just suited to speak. Thyagaraja has hit upon this state to make 
the point that unless there is the grace of God, whatever a mortal does, 
will eventually prove futile. The greed for material and sensual pleasure 
is what humans wittingly or unwittingly pursue. The way he has 
condemned this evil in man is noteworthy. The composition is ideally 
constructed for display of manodharma sangita. There are many places 
in the structure where neraval and swarakalpaita can be attempted 
successfully. The song can be a major item in a concert, providing 
opportunity for the percussion accompanists to display their prowess. 
Sdbhane: PantuvarSli 

Thyagaraja has projected a fresh face of the raga , pantuvarali. Right 
through, the dhaivata with accentuated gamaka is highlighted and 
mshSda concealed or even blinded to some extent. The bhava is 
immense and the sangati often repeated. The pace is regular and 
confirmed. The composition is an utsava sampradOya ktrtana and is 
therefore confined to a fixed space in the middle octave making it 
convenient for group singing, a nama sanktrtana. 
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Urake galguna: Sahana 


One cannot enunciate better, the philosophy contained in this kriti. 
Apart from the lyrical beauty, the artistry in the construction, the mood, 
the royal rhythm, above all the versatility of the raga, the message is 
unbeatable. “How can devotion spring from indulging in sensual life, 
wealth, pomp, and the like? It is service to man of sterling character that 
is ideal and it is in the following of these ideals that one can guide the 
other. Sham, hypocritical worship can never help.” The unique raga with 
its slow and meandering movements, a variety of gamaka-s not to 
mention the use of junta swara-s , the tristayi advantage of the melody, 
all contribute to the outcome and intention of the great Saint. 

Nidhi ch&la sukhamd: KalySni 


The kriti brings out Thyagaraja’s firm belief in vairagya, perhaps even 
without enjoying the pleasure of materialism. It will be interesting to find 
out at what age and under what circumstances this song was composed. 
May be it has something to do with the wealth that King Sarabhoja 

offered him, which he politely 



refused to accept although he 
was in dire poverty; what 
determination and will power! 
The kriti is not a prayer but 
profound universal truth. There 
are equally powerful similes 
that are coined in the kriti. 
“Which is more delicious, milk, 
butter and curd or the nectar of 
worship? Which is happier - the 
control of senses comparable to 


, a bath in the Ganges or a bath in 

a dirty well? Which gives more happiness - flattery of men or singing of 


the Lord?” He not only preached but also practised in word and spirit. 


And now the raga , the song starts with the jiva swam, mttara gandhara 
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Ndradamuni vedalina: PantuvarSli 

This song is rendered in two ways: wrongly in rupaka and rightly in 
tisro nadai adi. Perhaps the most accepted is the former tala. Pantuvarali 
has immediate impact if the raga is started at or beyond panchama 
unlike the purvikalyani, which has similar impact if commenced at 
adhara shadja or antara gandhara. A majority of vdggeyakara has 

followed this principle. This is 
particularly evident in the designs 
of the Saint’s compositions. The 
song, which commences at tara 
shadja , hovers around the same 
swara all through and thus 
maintains the tenor and tempo of 
the song in full strength. The 
opportunity for the singer to align 
with the sruti is unbounded. In its 
content, it is not so much 
addressed to the Lord, as it is a 
valediction to humanity at large. Quoting some events of the epic, his 
advice is “in this world success comes to those who listen to the subtle 
doctrine and glory of the Lord.” The item is well suited as a tempo 
building event in a concert and provides enough opportunity for 
manodharma sangita. 

Sldvataramettu kontivS: MukhSri 

This kriti is an interrogation by ThySgaraja, where he confidently 
assumes that the Lord has taken the avatara of R8ma to protect the 
composer of no less than sata raga ratnamalika. In stating this there is 
some element of ethical self, if not alter ego. The kriti is in mukhdri, 
which is particularly significant of bhakti. The distinctive phrase, ni dha 
pa dha sa is seen at the very commencement of the kriti in the pallavi. 
The other equally significant prayoga, ni dha pa is cleverly woven in 
the corresponding place in the charana. The kriti is set to vilambak&la 
which brings out the grandiose in the movement. The rSga bhdva is 
overflowing in the entire kriti with captivating gamaka-s. 
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Ramabhirfima ramanTya nfirna: DarbSr 


The kriti is an excellent example of lyrical, melodic and rhythmic 
beauty. The stately movement is stupefying; it sounds like a royal darbar. 
The usage of the swara combination ri ma pa dha ni is highlighted. 
Compare the commencement of the pallavi with the corresponding 
phrase of anupallavi; the coordination is fantastic. Care is taken to bring 
out the difference from raga, nayaki. The words and phrases in the lyric 
is a “perfumed tincture of the roses.” The most hardhearted must melt. 
Such is the appeal of the Saint. “You have no sign of mercy, what is the 
use of arguing with You?” There is no apt translation for the statement, 
Nike dayabutti mve brovavale. 

Nannu vidachi: Rttigaula 


The lyric, the choice of the raga, the kalapramana all give a glorious 
vision of the craftsmanship and scholarship of Thyagaraja. The appeal 

emanates from the heart in 
earnestness and devotion. The 
repetition of the name of the Lord 
in different emotions is a point to 
be noted, rttigaula, a close 
associate of anandabhairavi , is 
identified by the singularity in the 
liberal prayoga of the swara 
nishada. Whereas the use of this 
swara in anandabhairavi is a 
“touch and go” exercise, the same 
swara in rttigaula is evergreen, 
persistent and dominant, although the rest of the swara-s in the eye lb are 
similar in the raga-s. There is no scope, and rightly so, for elaboration of 
the sdhitya in extended sangati-s. 



'Hv 


Manas uldni martnamulu: HindOla § 

In this short kriti, ThySgarSja has expounded the complete image of f 
the raga in all its colours. Watch the commencing swara-s, ma ga sai, 
ma, ga ma and compare them with those of the anupallavi, dha dha ni 
dha, ni dha. The equation that is produced is amazingly balanced. The 
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bhava moves the listener effectively. The message is one of introspection 
of sorts, “Be aware of the (evil) desires of mind” followed by a fervent 
appeal. “Grace me when I need You most.” 

Vidulaku mrokkeda: Maydmalavagaula 

A majority of the songs in the raga commences at the adhara shadja 
and certainly below panchama; the mindset is such. Being a trixtavi and 



who have realised the emanations 
of the sapta swara-x and a host of 
other sages. He also taught people 
who know the value of 
brahmananda. In short, the value 
he attaches to music, as a means of devotion is evident in the recitation 
of the kriti. 

Nr bhajana gdna: NSyaki 

Note the swara with which the kriti starts. Nishada with its extended 

vowel in conjunction with dhaivata is the identifying lakshana of the 

mga. Thyagaraja has fully explained this feature at the very 

commencement of the kriti , thus distinguishing it from the close raga 

darbdr; and also, in the anupallavi. The raga lakshana is freely flowing 

right through the song in right kalaprarndna, ThySgartja is overwhelmed 

with the thrill of music that he wants to associate himself with those 

equally interested in the art. “Tell me 0 Lord, where can I come across 

rasikas who involve themselves heart and soul in singing Your glory.” It 

is in vain he adds, ‘to explore fully the stiguna rn&rga and nirgima 

'narga, truth and falsehood, the six schools of Hindu philosophy and 
eight siddhi-s ." * 7 
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Kshlnamai tiruga: Mukhitri 

“Mere study of literature, poetry and scriptures, recital of veda-s, 
performance of sacrifices and japa yield fruits which are only transient. 
What is needed is dedicated worship”, says Thyagaraja. In doing this, he 
has exposed a fresh face of the raga. The swara combination, ni dha pa 
and pa dha sa are refreshingly adopted and are well highlighted in 
coining the beautiful lyrics. 

Sdbhillu saptaswara: JaganmShini 

Thyagaraja cannot refrain from repeatedly heralding the grandeur of 

Carnatic music, its means to an 
end as prayer, its grammar and 
the involved intricacies. He 
refers to the beautiful shapes of 
the shining seven notes, their 
centres of origin, from the 
navel, the heart, the throat, the 
tongue, the nose and other 
centres, and the role these 
swara-s play in the recitals of 
the three veda-s and the great 
mantra of Gayatri. The antara f 
gandhara in the drohana and the shudha rishabha in the avarohana | 
contribute a unique melody. Watch the usage of the swara-s in the 
charana ; it brings out the essence of the raga. 'j 

TulasidalamulachS: Mdy&mdlavagaula 

Maydmalavagaula is a versatile tristayi raga and can give rise to 
innumerable janva rdga-s. It is perhaps for this reason that 
PurandaradSsa has chosen this to teach the fundamentals of Carnatic 
music. The combination of shadja with rishabha, gandhara with 
madhyama, panchama with dhaivata, nishada with shadja along with the 
perfect balance of the purvanga with the uttaranga makes the raga 
simple but yet complete. The composition is sedate, serene and conveys 
the bhakti in offering prayer. The incidents related in the context are 
richly ornamental. The analogy that when Lord Krishna was weighed in 
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a balance in gold and other ornaments, only a tender tulasi leaf could 
counterbalance it; this is dramatic. The kriti fits in well in the early stages 
of the concert, say the second or third item and is open for elaborate 
neraval and swarakalpana in myriad patterns. It is a tempo building item 
in a concert. 


O rajivaksha: Arabhi 


Apparently Thyagaraja likes the raga, arabhi and has composed quite 
a number of songs in the raga. For a moment, it is worthwhile 
comparing this composition with the pancharathna. If the latter is an 

exercise in grammar and 
construction in its purest form, 
with a profound sense of self- 
consciousness, the present kriti 
is one with spiritual ecstasy a 
heartrending appeal vivid with 
emotional intensity filled with 
fervent moments of joy and 
bliss. The misra chapa tala is 
ideally suited to do the function. 
The song has three long 
charana-s. “Am I a stranger to 
you, O Lord with eyes as big as lotus? I am innocent but accused 



unjustly; I am lonely with none to protect me. Caught in the deceptive 
ways of this life, I might have lost the balance and might have erred. 
Believe me O Lord, I trust you completely; do not forget me”, says 
Thyagaraja. The kriti can take any place in a concert but if followed by 
raga, kalyani, the pair would be an ideal setting. 


Nenendu vetukudura: KarnStakabehag /HartkBmbtojl 

I' ^ ca ^ s ^ or sorne introspection. This is his only composition in 
fpie raga. Why has he chosen this ragtft And why has he chosen Hari in 
alace of Rama? The context is the loss of the image stolen from his 
prayer room. There is profound grief. He could not have chosen a more 
effective raga to put forth his sorrow. He has virtually lost Rama 
a t ough in the form of an image and therefore lie has to appeal to 
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somebody to retrieve the image and the one who comes to the mind i 
Hari. In the process, he attributes to himself the base characters that hi 
mind has sinister intentions, indulged in vulgar talks and ne' /It 
numerous despicable acts. This self-pity is bom out' of the fhc/that 
‘result is an effect of a cause’ and in the present case, it may be sowhere 
he has unwittingly committed them. Care should be exercised in 
choosing the time and place for this song in a concert. 

NSda sudhd rasambilanu; Arabhi 

In more or less the same mind-set as in nadaloludai, Thyagaraja has 
conveyed similar message in this kriti. The raga is ideally set for 

madhyamakdla sanchara. The 

f /ft \ / swara-s dhaivata and rishabha 

are dominant and provide the 
W ^ opportunity for the usage of 

W j anta and dh5tU swara - s - He 

7® a 8 ain refers t0 the seven musical 
notes. The simile is remarkable. 

seven musical notes 
\ \ constitute the dulcet j ingles. The 

! * n T\ three ® aits Shana, naya and 

^ * y 4/ desya of raga singing, constitute 

the strings of the bow. The 
myriad rhythmic gaits have become the numerous arrows forming the 
juicy interpretations of the rSga nuances and the sangati-s thereof. He is 
aware of this and thanks the Lord for the gift. 

Pakkala nilabadi ; Kharaharapriya 

This is one of the most inspiring compositions in the raga. The raga at 
every stanza in the kriti has a glorious spectrum. Every sangati or even a 
fraction of it glows with eloquence and beauty and nothing more need be 
added. With the grace and elegance of rhythm in the form of miira chapu 
tifla, the entire structure is stunning. In his description, Thyagaraja seems 

icy 
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Ramabhirama: Dhanyasi 

The kriti is framed to tap three octaves of the melody and the raga 
bhava flows eloquently. The murchana is evident in the pallavi and the 
canvas of the raga is well spread. The movement is slow and conveys the 
sentiment adequately. While the Saints’s cravings are evident in the lyric, 
the description of Slta (Janaki) is picturesque. She is wearing various 
kinds of jewels and flowers, expressing intense devotion to the Lord. At 
the same time, the Saint unwittingly refers to his own proficiency in 
music. He presents the song in a befitting way. The artist must possess 
expert command; the depth in presentation is crucial. Preceded by a full 
alapana and imaginative swarakalpana to go with the pallavi , the piece 
will add dignity to a concert. If this kriti is followed by one in prati 
madhyama and/or antara gandhdra, the concert gains weight. 

Dfisarathi nT runamu: TSdi 

The kriti commencing with adhara shadja introduces both the depth in 
the raga and the impact of the lyrics. In combination with the other 
predominant note, the panchama, the fact is conveyed how, even without 

the use of the other dominant 
swara-s, the raga, todi can be 
portrayed effectively. Only two 
swara-s, shadja and panchama 
play the major role. The swara-s 
in the scale of the rSga are all 
shudha swara-s exactly opposite 
to that of kaly&ni. Even within the 
scale, one should note that th tjfva 
swara, gdndhdra has a slightly 
higher frequency in the Srohana 
than that in the avarohana. The 
| song is set at the right pace, neither too slow nor too fast. The troth that 
| the gift of composing or singing is useless unless it is pregnant with 
jbhakti is adequately conveyed. There may not be a suitable phrase to 
| choose for net-aval, but the commencing name Disarathi is suited well 
enough besides providing an opportunity for ndma sankirtana. 
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KoluvaiyunnSde: Bhairavi 

Kriti-s in the bhashanga raga bhairavi are generally set to 
vilambakala essentially because the raga is richly laden with gamaka. 
The raga occupies the pride of place in Carnatic music because of its 
melodic content and plasticity, be it in the form of janta, dhirga or dhatu 
swara-s. Thyagaraja has composed a number of kriti-s in the raga. but 
each has a special motive both in content and construction. The highlight 
of this kriti is classicism where he has chosen a unique kalapramana 
neither too slow nor too fast. The singer can always be at ease, as also 
the percussion player. The sahitya is more poetic than musical and is 
essentially a description of Sri R5ma and his great qualities. In its 
importance, it may not match with many of his other compositions in the 
raga, but one can find a respectable place in a concert and can lead to 
more impressive items. 

Ela nldayarSdu: Atdna 


By and large, most of the kriti-s in atana commence in the tara stayi. 

The compositions of Thyagaraja 
are no exception. The spirit 
behind this is the firepower of the 
raga. Right through the song, the i 
tempo is maintained at the tara ( 
stayi. With glorious compliments f 
to the Lord, Thyagaraja forcefully 
questions with no compunctions, 
“0 Lord, why does Your grace 
elude me? Is not this the right 
moment to protect me?” Examine 
the lyrical beauty in all the three 
charana s; every commencing letter in every line has an elongated 
vowel. In turn, listen to the rhythmic impact in the general movement. 
The pallavi is on the beat but the rest of the kriti are two swara-s off 
beat, which exquisitely embellishes the beauty of the lyrical construction. 
The sollu is consistently maintained as, dhim ta dhiin ta taka. The change 
over to the pallavi from the charana each time, to the sarwalaghu nadai 



is a marvel. This kriti is complete in all respect. 
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Etula brotuvd teliya: Chakravakam 

The interesting part of the kriti is the intriguing sahitya. Thyagaraja 
alludes to his misdeeds, which he indulged in, in flattering the rich 
misers, that he associated himself with wicked men, committed 
despicable acts and became notorious. It is intriguing why he attributes 
these base qualities to himself, while all his life; he has been a Saint. By 
such assumptions, he even curses himself and exonerates the Lord for 
His inability to save him. To convey this karuna rasa, he has chosen the 
right rdga and brings out an excellent spectrum of the rdga. 

Mariyada gddayya: Bhairavatn 

The choice of the rdga is unique. A derivative of the mela 
suryakantam, the rdga has some swara-s extended in usage, like 
dhaivata, madhyama and they are designed to be used as such. The skill 
of composing this song with such usage in-built into the kriti is 
remarkable: In the construction, these swara-s are elongated at regular 
intervals till the avarta in the cycle of the tala is complete. It also 
requires the deft use of the swara dhaivata. The lyric is a common theme 
of a bhakta. 

Manavindlgincha: Nalinakdnti 

This is the only song of ThySgaraja in this rdga. The rdga being 
vakra shadava in drohana produces scintillating effects in the prayoga of 
dhatu swara-s. The relationship of the swara-s gandhdra and nishdda, 
being very animated, swarakalpana gives a glorious glitter. The jaru 
gamaka facilitates suka (pleasure) and through that means, the melody 
gets decorated. A point to note; many mispronounce the starting word; it 
is not manavyalakincha; it is manavindlagineha. If followed by a rdga 
like dhanyasi, the format would be pleasing. Watch the anupallavi, 
ghanidama sri rdmachandruni; and if sung with feeling, the audience 
can be hypnotized. The lyric, in essence, is a statement of astuteness. 
“Men, influenced by greed and selfishness, indulge in vedic rituals. They 
are involved helplessly in the cycle of birth and death. With the intention 
of how to extricate oneself from this ritual, Rlma took the avatdra of a 
human being.” 
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Ettduku daya rddu: TOdi 

The structure and presentation of this song is almost like the kriti, emi 
jesitenemi, but the theme is different. It is a respectful and polite appeal 
for grace. ThySgaraja, in a way, pardons the Lord under the excuse that 
he might not find appropriate time to devote His attention towards the 
bhakta. The kriti meanders predominantly in the field of lower and 
middle octave providing effortless movement for the singer. 

MSkshamu galadS: SOramati 

The immediate power and pleasure of music and that of vina, in 

particular, is conveyed in this 
kriti. Thy&garaja has placed, the 
art music form at the highest 
altar and believes that this is the 
most powerful means ol 
attaining moksha. The raga i: 
full of tranquillity. Note the 
repeated usage of the swara-s, 
sa ri ga, sa ri ga ma pa which 
is characteristic of the raga. 
What one should notice is the 
usage of the allied raga-s and 

why the particular raga in this group is chosen for a particular swig. 

Rama bdna trOna: SSvtlri 

There are conflicting opinions about the utilisation of sruti-s 
(frequencies) of the two swara-s, gSndhSra and nishada in the raga. 
Ancient records reveal that three different frequencies are applied for 
these notes in different contexts. In remit times, however, it is 
established that only antara gandhara and kdkali nishada must be used 
and only in exceptional cases, the corresponding lower sruti-s must be 
applied. The raga is ideally suited to express koruna rasa and is in slow 
tempo. The deletion in the Srohana of the swara-s, gandhara and 
nishada produces an electrifying effect. “How can I extol the power and 
valour of Rlrna’s arrow which destroyed mighty Ravana, who was 
casting lustful glances at STta.” says Thy&gar&ja. During the fight with 
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Ravana, Lakshmana collapsed with fatigue. It was Ravana who rejoiced 
at this and indeed distributed sweets. It was Indrajit who advised to 
utilise the opportunity to attack the foe. Soon Lakshmana got up and 
destroyed the rakshasas. 


SrTrSma jayarama: YadukulakBmbhSji 

This again is a divyanama sankTrtana and ideally suited to group 
singing, in praise of the Lord. The song is set to single octave. The 
innovative usage of the jiva swam, madhyama in myriad combinations 

with rishabha and pattchama, 
sa ri ma ma, ri ma pa dha 
dha, pa dha sa pa produces 
attractive feelings. The kriti is 
slow moving and meant to be 
so. The sahilya is mainly in 
praise of the Lord in glorious 
references, liked and admired by 
the great, Kausalya, Dasaratha, 
Lakshmana, Janaka, Viswamitra 
Janaki, NSrada and almost 
everybody in the epic. The kriti 
particularly significant of the raga bhava it has divinities. 



is 


Ldvanya rBtna: PQrnashadja 

The fantasy of the raga lies in the tactical omission of the swara, 
panchama in the arohana not to mention its inclusion in the avarohana. 
A strange dreaminess is elicited with the change over from madhyama to 
nishada in the arohana and it is further enhanced when the same 
panchama is included in the avarohana. The total omission of dhaivata, 
further contributes a welcome vacuum. Watch the commencing swara-s 
in the anupalJavi and the shrewd usage of the swarSkshara nl In 
choosing die ruga, Thy&garaja has created a unique ecstasy in describing 
the charm of the Lord and adds that a hundred manmata-s (beauty God, 
Cupid) put together does not match this beauty. In describing His charm, 
he also attributes the great qualities of compassion, divinity, which 
. blossomed the heart of Sita. 


Raga Sudha - Understanding Carnatic Mat 





155 


Rama nlyeda: Kharaharapriya 

Comparatively a sedate song, which conveys tributes to the Lord and 
His greatness. The swara-s, ni dha pa ma ga ri sa in the raga cover the 
major spectrum. The story is simple, “Do people without love for You, 
know the flavour of Your name?” To be more certain, Thyagaraja 
illustrates a few similes. “Can a man in the garb of a woman understand 
the behaviour of a faithful woman? Can a tiger in the cloak of a cow 
yield milk for a baby?” 

VenkatSsa nintiu: Madhyamdvati 

The kriti is dominantly confined to the higher octave and the Saint 
fervently pleads in that state of mind with implicit faith and complete 

surrender. In being delighted at 
the sight of Lord Venkatesa, he 
says that a thousand eyes are not 
enough to rejoice the swarupa of 
the Lord. Overwhelmed with 
ecstasy, he almost yells with 
pleasure. Note the commencing 
stdyi of the anupallavi, 
pankajaksha paripalita munijana. 
The spectrum of the raga in all its 
glory, particularly at the tdra stdyi 
is well depicted. Although 
madhyamdvati is generally restricted to the final stage of a concert, this 
song in particular, can take any slot of a concert. 

Orajtipu jOchedi nydyamd; Kannadagaula 

There are very few songs in this raga. This kriti is a magnum opus 
and ideally suited to be introduced in the earlier stages of the concert. 
Brisk, madhyamak&la swarakalpana will build up the tempo and the 
teamwork will be exciting. The item is also well suited to warm up in 
case it is followed by a great raga like todi, Edna (kindness) and karma 
(compassion) rasd-s are principal emotions. The composer’s appeal is 
touching, “I am disturbed in your tortuous and derogatory attention 
towards me. Why this disregard? Judge yourself if you have been acting 
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fair. Are you not obliged to consider at least those who trust you? You 
are the compendium of all virtues; you are the only hope for the 
struggling mortals.” Thyagaraja is always mindful of music and on this 
occasion again he, calls him “0, Lover of music”. 

The kriti starts in a state of 
peace and tranquillity. The 
anupallavi brings out the 
essence of the raga. The stride 
of the song is dignified which 
induces sobriety to the 
percussion. Unwittingly the 
teamwork in a concert affects an 
enforced discipline. The overall 
effect is mesmerising. The 
epistle is for the listener 
extolling the great story of 
Rama. The experience will bestow on humanity the four blessings, 
dharma, artha, kama, mdksha. The story of R3ma is a saga of courage, 
valour, ideal conduct, bliss and peace. 

Eti janmamidi hS.: VarSli 

Thyagaraja curses his own life and laments as to why it fell to his lot 
to be bom as a human being. The choice of the raga is ideally 
suited to convey pathos, grief and sorrow. The structure of the kriti, the 
pace, the diction, the feeling and the movement are all almost similar to 
the kriti, etula brdtuvd telfya in chakravdkam. The grief is immense in 
the anupallavi where he also brings out the raga bhava with tremendous 
impact. Watch the usage of the swara, gandhara. The shrewd diction of 
the lower octave, particularly adhara shadja is a point to be noted. 
Perhaps the pathos may prove ineffective in the mandara stdyi. The 
chandas, a feature of grammar, is cleverly woven in the charana-s. The 
entire kriti rests on tara shadja and meanders around touching the 
gandhara and rishabha at right moments. The misra chapu tala adds 
dignity to the song, 


Rdmakathd sudha: MadhyamOvati 
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Manasu svddhTnamaina: SankarSbharana 

Through this great composition, ThySgaraja has stated most 
effectively and cogently a philosophical truth. Both the lyric and the 
music are lucid, eloquent and vivid. “For one who has the control of the 
mind, there is no need for mantras or tantras. Where is the need for 
tapas for one who has realised that body and soul are different? For one 
who is free from vicious enjoyments, where is the worry? Will one who 
considers the whole universe as ‘maya ' be deluded by the charm of 
woman?” The raga has in-built vishranti and is well suited to convey the 
meaning. The truth is evidently borne out of constant prayer. The stress 
of important letters in the sahitya is denoted by the aridi in the misra 
chapu tala. 

Entavidukondu rBghava: SaraswatimanOhari 

By and large, there are very few kriti-s in this raga. The highlight of 
this raga is in the presentation of the limited field of the raga and yet 
show within that field, the excellence of the melody that can be brought 
out. Watch the commencement and the striking usage of the phrase, ma 
dha sa. Listen to where anupallavi starts; it is captivating. A tricky raga 
that needs expertise to deal with. This kriti can be included at any place 
or time in a concert. In content, ThySgarSja's interrogation is in a way 
authoritative, yet playful. To sing swarakalpana for this needs 
confidence but if done well, can prove very impressive. 

MdkSlara vkhOramu: Ravichandrika 


There are only a few compositions in the raga. The significant fact is 


that the note panchama is dtu m both arohana and avarohana. In 
ragas where the note panchama is deleted, the preceding swarci, 
madhyama gains importance and therefore plays a major role. For 
instance watch the praydgas, ma ni dha, or ma dha ni dha sa. The note 
nishdda has an extended vowel. In the kriti, ThySgaraja enunciates a 
philosophy of sorts and comments, “when You control the strings of this 
world, which, in fact is a stage, and direct the various functions with 


smartness, what are we, mortals.” The song can be accommodated in the 
early stages of the concert and swarakalpana will go well with the 
pallavi ; a good item to build the tempo. 
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Vinata suta vahana: JayantasSna 

The raga is trickyin the sense that there is deletion of rishabha and 
nishada in the arohana, while in the avarohana only rishabha is deleted. 
The cycle, therefore, imposes odd construction of a kriti. There is an 
element of humour, as it were. The song is more in tune with the rhythm 
than any sense of melody. The sollu, thaka dhim thaka dhim, goes on 
repeating. Thyagaraja must have had some experience of sorts if he 
should comment, “What is the use of indulging in fruitless arguments 
with confirmed atheists? Their company should be avoided scrupulously. 
Only association with the pious and the righteous can lead to happiness." 

SambhS mahadiva: PantuvarSi 

Thyagaraja has composed only a few Siva stutis and this is one of 
them. This kriti is in Sanskrit, which is a deviation from the normal 
approach. The content is simple obeisance. Raga, pantuvardli shows us 
its picture only when it commences at or beyond the swara, panchama in 
the scale, be it aldpana or kriti. Most of the vdggeyakara-s follow this 
principle. It is only in that combination that the main swara, shudha 
dhaivata shines. Otherwise there is a tendency to tag on the dhaivata of a 
higher frequency, which may lead (or mislead) to purvikalyani. The item 
is well suited to build up the desired tempo in a concert with added 
neraval and swarakalpana. 

Patiki harati: Surati 

Note the commencing swara-s of the kriti. sa ni dlta pa ma ga pa ma 
ri. The usage, ma ga pa ma ri is what distinguishes the raga from 
kedaragaula. Surati also provides a satisfying conclusion. As is rightly 
said “ adi natai, antya surati". ThySgarSja could not have chosen a better 
raga for a final event like harati. The harati is conducted to ward off the 
evil effects that may befall on the Lord and His consort T is n 

rasika too! Watch the description of the “beautiful damsels standing 
reverently on either side, with their nose studs gambolling before their 
faces like tiny moons”. 
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Appendix -One Sruti and Swara 

"Music alone takes one prisoner, holds one fast , and dissolves one in ecstasy " 

Sruti 

Sruti is perhaps the most difficult part of the theory of music to study. 
Ancient musicologists, sages and grammarians have written volumes on 
the subject. Good part of it deals with the physics of sound and the 
explanation of these facts in detail may not be relevant to the reader. 
Nevertheless, what may be essential of this complex subject is explained 
in as simple a way as possible, the understanding of which will certainly 
help the reader to appreciate classical music better. It must be warned 
that not knowing these facts is certainly not a handicap to enjoy the 
melodious aspect of music. 

The word sruti is derived from the dhatu in Sanskrit sru, pronounced 
as sru, as in “true”. This dhatu means, “to hear”. With the addition of ti, 
meaning to create an action, the action being “to hear” the word sruti is 
evolved. Sruti has been used in two forms, veda-s in one form, and 
laukika in another form. In veda-s again, it takes other forms such as 
srunuta, sruniti, etc. Vidas were passed on to posterity, by the media of 
oral recitation from sages in the origin, to the disciples through 
respective gurus (teachers). In classical literature, the word sruti is used, 
in the sense “heard”, or that which is heard; that which is heard and 
carried on from guru to sishya. On the other hand, smruti is that which is 
carried on or transferred by collective memory of race as in puranas and 
itihasa-s. The bridge between the veda-s on the one hand and the present 
classical music on the other, helped to get an understanding of classical 
music through sdma veda and vice versa. This understanding or siksha 
as it is called is elaborated well in a siksha called nSradiya siksha. This 
helps to know the relationship between swara and sruti. While sruti is 
the cause, swara is the effect. 

Another concept of sruti is that “whatever is perceived” by the ear is 
sruti. In other words, sruti is interpreted as sravmindriya grahyathvat 
dvaniviva sruti hhavith. Capacity to merely hear is different from 
sravamndriya samarthya i.e., capacity to distinguish a near placed tone. 
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The 22 sruti-s 

Musicians and musicologists often refer to the term, “22 sruti-s". 
These are nothing but 22 different frequencies that are commonly used in 
the grammar of music. To explain this feature, we must understand the 
difference between the two terms, sruti and swara. One of the 
grammarians, Kallinatha gives an interesting interpretation. Though there 
are several theories relating to the interpretation of sruti and swara, the 
one explained by Kallinatha, called the “interval oriented theory” is good 
enough for our understanding of this complex subject. According to him, 
when a string tied at two ends, is struck, one can observe two stages in 
the production of sound, the first one being the sound that is obtained at 
the first level, immediately following which is the production of 
overtone. He calls the first sound as sruti and the second overtone sound, 
as swara. 

The quality of sound or tune is nothing but a succession of tones 
(swara), one tone after the other, distinctly separated by intervals of time. 
These intervals may be very short; but if they were not there at all, what 
we should hear would be noise and not music. We only perceive a series 
of tones as a consecutive melody if the pitches are closely related. No 
musical tone is complete unto it; and as each musical tone points beyond 
itself, reaches as it were a hand to the next, so we too, as the hands reach 
out, listen tensely and expectantly for each new tone. Only a relation 
between tones (swara-s) constitutes music, never a tone in isolation. The 
content of music therefore is “tonally moving form.” 

Having referred to the seven notes (sapta swara-s) earlier, the 
subdivisions in them must be understood. In the succession of swara-s 
from sa on to ri ga ma pa dha ni sa, the first sa refers to the lower 
octave and is called the adhara shadja. The second sa in the series 
corresponds to the adhara shadja of the next octave. In terms of 
frequencies that they correspond to, if the tonic note has a frequency of 
1, the top sa, has exactly double that, i.e., 2. The frequencies of the other 
swara-s between these two shadja-s, i.e., ri ga ma pa dha and ni are 
naturally the fractions between 1 and 2. Most of the ancient works, 
Lakshana Granta-s from Bharata’s time, 4 ,h century BC to 18 th century 
AD refer to the famous Sanskrit ildka: 
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Chatuschatuschatschaiva 
Shadja panchama madhyama 
Dwai dwai nishada gandhara 
Thrishsthri rishabha dhaivata 

The meaning of the above si oka is, that the notes shadja, panchama 
and madhyama , each have four sruti-s (frequencies), nishada and 
gandhara have each two, while rishabha and dhaivata have each three 
sruti-s. We thus arrive at 22 sruti-s. 

There is the other way of interpreting and arriving at the same number 
of 22 sruti-s. Among the sapta swara-s, the notes shadja and panchama 
are considered to be stable ( avikrita swara-s), meaning changeless or 
having single and constant frequency. The other five swara-s, ri ga ma 
dha ni, each have four possible variations, called ekasruti, dvisruti, 
trisruti, and chatusruti, meaning 1,2,3 and 4 different frequencies. Thus, 
besides shadja and panchama , each of the rest of the five notes give rise 
to four varieties, resulting in a total of 20 varieties, and when we add the 
two stable swara-s, sa and pa, we arrive at 22 sruti-s. There is much 
more grammar in this interpretation than what is stated. 

The origin of swara-s 

To explain the other facet of this complex subject, it may be 
worthwhile to illustrate a simple experiment, which produces fascinating 
results. What one need do is to mount a metal string as in a tambiira and 
strike it. It naturally produces a sound of a definite frequency. When its 
length is reduced to half by placing a finger and struck again, the string 
produces more vibrations, in fact, double die number of vibrations, each 
merging with the other. In other words, there is a clear mathematical 
relationship between the length of the wire and frequency of vibration 
and this relationship has a different expression to the sound produced by 
the open string. This is called dvigurn (doubling) or dvigunatya. In yet 
another similar experiment, when the same string is stopped at 1/3 length 
and the two segments are played, the shorter segment produces the note 
tarapanchama (the panchama of the higher octave) and the longer 
segment produces the madhyamapanchatm . This again is an example of 
dvigunatva. 
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Independent of the research going on in the filed of Indian music, 
similar observations were made in the system of Western music. When a 
bass voice sings c, below the middle c’, and a soprano sings c” above 
middle ‘c’, they are recognizably singing the same note although the 
pitches are widely separated. In fact, the frequencies of the three are 
mathematically related by simply doubling the frequency in each case, 
the ratio being 2:1. The acoustic fact is said to have been discovered by 
Pythagoras in the sixth century BC, who found that, if a stretched string 
stopped at its midpoint and half string then plucked, the note sounded 
would be an octave above that sounded by the unstopped string, vibrating 
as a whole. The Pythagorean principle, that the octave essentially 
comprised within itself all sounds used in music as far as their musical 
relations were concerned, became established. The octave is produced 
with so little difficulty that untrained voices sing it believing that they are 
singing in unison. 


Notes produced by altering position of stop and when shorter segment Is plucked 

String length altered 

mmmmm 


By 1/2 

Rest of the length is 1 12 

2 

St (shadja) 

By 1/3 

Rest of the length is 2/3 


Fa (pmtehmm) 

By 1/4 

Rest of the length is 3/4 

4/3 

Mi ( mmihvmm ) 

By 1/5 

Rest of the length is 4/5 

5/4 

<k (g&ndh&m) 

By 1/9 


9/8 

Rt (risimbim) 

By 2/5 

Rest of the length is 3/5 

5/3 i 

Dha (dhatvam) 

By 7/15 


15/8 

Nt (nish&da) 


Going back to the general run of the article, the sruti, in terms of 
common usage, of every singer or the musical instrument varies. In a few 
cases however, it may be identical, as in the case of duet singers or duet 
players. And now, how does one know one’s own sruti {sruti here 
means, the convenient range of the artiste’s voice) and fix it up? In 
Carnatic music, there are three basic notes, which constitute the flame- 
work, as it were. They are, the SdhSra shadfa, the tonic note, or the first 
note in the scale indicated by the notation $a with a dot beneath it, the 
second is pa, the fifth note in the scale and the tSra shadja of the higher 
octave indicated by the notation sa with a dot above it. Starting from the 
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adhara shadja , as one moves up in the scale towards ni (nishdd \ tl 
scale from the adhara shadja up to nishdda constitutes an octav ’ t* 
explained above in the Western system). One can go further up from t 
shadja (tdra shadja) or can also move down from adhara shada Tl ? 
scale from adhara shadja up to tdra shadja constitutes one octave tlT 
middle, the scale above the tdra shadja foims the upper octave and th* 
scale below the adhara shadja forms the lower octave Thus the tl 6 
octaves are established. When it comes to fixing one’s own .mm^orThe 
range of voice in the present context, one should reach comfortably the 
panchama of the lower octave as well as the panchama of the higher 
octave. This may be considered as the sruti of the singer in question The 
usage of the term sruti here is in general terms and not in the terms of 
physics or grammar. In so far as the instruments like vim or the violin is 
concerned, they can be tuned to any sruti; only they have to keep 
changing the thickness of the strings as they go to higher sruti-s 
Instruments like ghata or kanjira have fixed sruti-s. Lady singers 
because of their high pitch, have higher sruti-s and the accompanying 
artiste like the violinist, find it hard to play because the strings are 
thinner and are m high tension. 

Swara - Definition 

Having gone through the subject of sruti, we now move on to the 
subject of swara, which has direct relation to sruti. Children singing, 
sari game pa dha nt Mi s a household ritual. In fact these musical notes 
had to be taught by a teacher as a beginning to introducing classical 
music to a child. These notes starting from sa and ending up with ni are 
lied the sapta swam-s or the seven notes of music. To state in simple 
rt which is able to please of its own accord, is a swara. The 

stems of music is the seven notes or 
i the seven days of the week or the seven colours 


t 


11 



in 


n 


w, 




two swara-s, shadja sa 

mcnama pa, as already remarked, ate fixed, which means that they 
it any variations. Four amongst the remaining, ri ga dha ni 
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admit three variations of each in t 
closer to the next higher swam j 
swara, leaving the third, in-betwe 
These varieties are named and list* 

Rishabha: shudha rishabha. c/n 



Nomenclature 

Thus, in essence, Indian music is based only on 12 swara-s, Tie 

technical names of the basic 7 swara-s together with their corresponding 

equivalents in Indian (Hindustani and Carnatic) and Western music are 
given in the table below. 

Musical notes 
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the present jargon, it can be explained in simple terms that shadja refers 
to the lowest pitch in the sequence; sadharana gandhara has the lowest 
pitch in the three gandhara-s\ similarly the rest of the swara-s. To sum 
up, amongst the sapta swara-s, sa and pa do not admit variations and 
therefore, are called achala or avikrita (changeless) swara-s, shudha 
swara-s are referred to as prakriti swara-s and have the prefix shudha. 
As opposed to this, vikrita swara-s, which admit varieties, have the 
prefixes like chatusruti, shatsruti, sadharana , antara etc. A raga may 
have only shudha swara-s as in kanakdngi. 

The melody 

The powers of enjoyment and of memory are different. To enjoy is to 
squeeze every last drop of the sweetness out of a fruit, and to remember 
is the art of not only holding fast to what once has been enjoyed, but of 
moulding it to even purer forms. This observation sounds apt when one 
wishes to enjoy the innate beauty of a raga. The soul of music is raga. 
The idea of absolute music is reached in the concept of a raga. Musical 
compositions are concrete forms of the abstract raga. The entire structure 
of Indian music is built around the concept of raga. Indian music, as 
already stated, is raga or modal music. The individuality of mode is 
established by swara-s (notes) of different frequencies and structure. 

As discussed earlier, there are only 12 basic swara-s, which form die 
foundation of the entire gamut of raga-s; the 12 swara-s giving rise to as 
many as 34,776 raga-sl It is an astonishing miracle. Let us analyse it. It 
is not just the interrelationship between these swara-s that establish the 
raga, although it is an integral part. More important is the relationship of 
these swara-s to the basic note, the adhara shadja. Any sound produced 
has a definite frequency and corresponds to a musical note, but to define 
it as a musical note, it must have a reference point to trace the 
relationship from. To give an analogy, when it is said that it is a two-hour 
flight to a particular destination, we should know from where the flight 
start. In other words, the frequency of any sound produced has relevance 
only when it is read in conjunction with the tonic note; otherwise, it 
makes no sense; it remains an irrelevant frequency. A noteworthy feature 
is, even though a rdga is built on the basis of a sequence of swara-s, the 
drone of the tamhura will be spelling out the Sdhara shadja all the time, 
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loud and clear, so much so, the said reliance is constantly maintained It 
is therefore established that no raga can be without adhara shadja. For 
instance, if the drone is stopped, whatever be the combination with 
swara-s, it will fall flat without the help of the adhara shadja, unless it is 
pronounced vocally or on the instrument. We therefore indirectly see the 
importance of sruti while singing a raga or music in general. Even 
otherwise, the tonic note is presumed. This is how memory indirectly 
plays another important role in music. 

Definition : To state the facts again, the personality or the swariipa of 
the raga is built up through the combination of notes (swara-s) and 
seminotes (anuswaras) of definite frequencies and phrases in conformity 
with die recognized aesthetic laws. This may be considered as a general 
definition of a raga. In simple terms, “that which pleases is a raga". A 
combination of swara-s, capable of pleasing, is a raga. To put more 
explicitly, a raga is not a haphazard collection of swara-s or even 
succession of swara-s, but is a hierarchical structure governed by the 
dominance of certain swara-s and the presence of other swara-s in 
consonance with these, by the bahutva (dominance) and aipatva (limited 
usage) of swara-s. The concept of a r&ga results by considering the 
melodic element exclusively in Indian music and our ancestors have 
clearly elucidated this concept by means of the lakshana-s of a raga. The 
pervasive charm of a raga is always intellectual, at least in part. It is not 
mere sound that captivates, but the “passage” of sound from one swara 
to another and at a particular pace. The intervals may be short, but if they 
were not there at all, what we should hear would be a giissando like 
noise, not music. When we listen to music what we perceive as a tune is 
succession of separate tones; the artiste converts it into a continuous 
melody. Science can analyse the differences between individual tones in 
a variety of ways, in terms of loudness, timbre, pitch, wave form and so 
on. But it cannot^ tell us about the relation between the tones, which 
constitute music. “A melody is a series of tones that makes sense.” If we 
want to hear a senes of tones as completely separate, we either have to 
make the time intervals between tones longer than those usually 
emp oyed in musical compositions, or the frequencies of the tones very 
-ifferent from one another. We only perceive a series of tones as a 
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consecutive melody if the pitches are closely related. True a 
combination of swara-s, as stated above produces a raga. In order to 
have a melodic entity however, a raga must take at least five swora-s of 
a scale just as a minimum of three lines is necessary to form a triangle 
madhyama and panchama being samvadi swara-s (consonantal or unison 
of sounds) of shadja, it is necessary that at least one of the two should be 
present in a raga. 


$$$$$$ 



168 

Appendix -Two 

«The mnemonic power of music is evident in modem culture " 
Classification of Janya rdga-s 

The janya rdga-s can be sub-divided into two classes called upanga 
and bhashanga raga-s. Upanga raga-s are those janya raga-s, which 
take swara-s in their framework only from the janaka raga-s. For 
instance, the parent or janaka raga of mohana is harikdmbhdji. Without 
going to'the exact frequencies of the swara-s involved, it is suffice to say 
that raga, mohana is derived by the deletion of the swara-s ma and ni 
present in the parent ruga both in the arohana and avarohana. Thus 
mohana becomes upanga-audava-audava raga. L,et us consider another 
example. Raga, malahari is derived from the parent raga, 
mdydmdlavagaula, wherein both ga and ni are deleted in the arohana, 
but in the avarohana only the swara ni is deleted retaining the other 
swara-s; the derivative is updnga-audava-shddava raga. Take yet 
another example; arabhi is a derivative of the parent raga, 
dhirasankarabharana (same as sankarabharana). In the arohana, ga and 
ni are deleted, while in the avarohana, all the seven swara-s are retained. 
Arabhi becomes upanga-audava-sampuma raga. There are several such 
examples. Though out of context, it is relevant to comment that the 
overall melody produced by an audava raga is often greater than its 
corresponding janaka raga. But this is not a rule. 

Bhashanga raga-s on the other hand, take a foreign note in addition to 
what is already present in the parent raga. In other words, such rctga-s 
have two varieties of swara-s, those present in the parent raga called 
swakiya swara and the foreign note or visiting note called anya swara, 
which is not present in the parent raga. This foreign note ’however, is 
used in special or particular sanchdra-s or praydga-s (movement). 
Examples will clarify the message. In bilaltari and bhairavi rdga-s, the 
kakali nishada and chatusruti dhaivata (Ref: Section on ’Swara-s') are 
the respective anya swara-s. The corresponding swakiya swara-s for the 
two rdga-s are kakali nishada and shudha dhaivata respectively. In 
Carnatic music, there are only 26 bhashanga rdga-s. 
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More sub-divisions 

There is one more group in janya raga-s called vakra raga-s. The 
raga-s in this group have their swara-s occurring in a crooked way in the 
arohana, avarohana or in both. In other words, graphically represented 
in a non-vakra raga, the swara-s in arohana and avarohana will be 
regularly ascending and descending, whereas in a vakra raga, they are 
not. For instance, in the raga, anandabhairavi, the arohana is, sgrgm 
pdps, which is vakra but in the avarohana, it is straight, namely, s n d 
pmgrs. In the raga, sri, the arohana is, srmpns and the avarohana 
is ,snpdnpmrgr$, which is again vakra. In sahana raga for 
instance, both the arohana and avarohana are vakra. The arohana is 
srgmpnd ns and avarohana is s n dpmgmrgs. 

Thus more subdivisions in vakra raga-s are possible which are not 
difficult to identify and these are: 1 . sampurna vakra, 2. vakra audava 3 
vakra shadava, 4. ubhaya vakra raga, 5. upanga vakra and bhashanga 
vakra raga-s, 5. ekaswara, dviswara, triswara and chatuswara vakra 
raga-s. 

One more feature of janya rSga-s, which is easily understood, is also 
to be stated in this context. There are some raga-s, which do not touch 
the shadja of tarn stayi {higher octave). They end up with a lower swara, 
like ni, dha, pa or even ma. There are four such groups, one ending with 
nishada, called nishddSntya (antya means, ending), the second, ending 
with dhaivata , called dhaivatantya, third, ending with panchama, called 
panchamdntya and fourth, ending with madhyama, called 
madhyamSntya. In addition to the janaka-janya raga-s, there are a few 
more raga-s, which can be classified as: 

1 .Ghana rdga-s: Like the famous ghana rSga panchaka, i.e., nata, gaula, 
arabhi, vardli and sri, in which the five famous pancharatna-s are 
composed. 

2. Navya or rakti rSga-s: which have enormous scope in playing alapana 
or thSnam, like tddi, bhairavi, kSmbhbji, fankarSbharana, kalyani etc. 

3, Karnataka rdga-s: which are indigenous to South India, like bhairavi, 
anandabhairavi, kedaragaula, ntlUmbwi, imkarSbharana etc. 
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Katapayddi Sutra: Its utility and adaptability 


The next corollary of the meJakarta scheme is its adaptability to what 
is called katapayadi sutra, an ingenious formula by the help of which 
given the number of mela raga, one can identify the lakshana or the 
character of the respective raga or vice versa. The formula is based on 
certain vernacular alphabets of Indian language, Sanskrit. This formula 
covers the entire gamut of the milakarta raga-s. They are: 


KSdinava (nova means nine) consist of nine alphabets in succession 
namely, ka, kha, ga, gha, ng, cha, chha, jajha.jna 

TMinava consists of ta, tha, da, dha, na, tha, thha, da, dha, na 

M»-riisUSiMw<«. * rWswt#iai8»(!iaaai * SBBWsraiMsiM 

PSdipancha (pancha means five) consists of pa, pha, ba, bha, ma 
YUdyashta (ashta means eight) consists of ya, ra, la, va, sa, sha, sa, ha 

The above formula is depicted in tabular form below: 

The table of katapayadiformula 


Sankhya 


Kadinava (9) 
letters from ka 


Tddmava( 9) 
letters from ta 


wmMimam 


a k 


letters from pa 


■□DDQBmul 


In examining the utility 
each mela ram. which nki 


raga, for example, say harikamhh 
To go back to the scheme, the 
yadyashta and its number in the 
syllable ri comes under the same 
Putting two together, the number i 
reversed as a rule, when it becon 
raga harikambhoji is 28 . The next 
sapta swara~s in the raga . Since t 
fifth chakra (Ref: Milakarta Chart; 
since the number is in the nurv 

dha - lit 
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shudha madhycima. As for as rishabha-gandhara relationship is 
concerned, it is known from the scheme that the fifth chakra takes 
chatusruti rishabha and antara gandhara. This completes the piirvanga 
swara-s, preceding the panchama. In establishing the uttaranga swara-s 
dhaivata and nishada , since the raga occupies the fourth rank in the fifth 
chakra, as a rule, it takes chatusruti dhaivata and kaishiki, nishada 
Substituting the symbols of the notes, that constitute the swara-s of the 
raga, it can be read that harikambhdji has the swara-s, sa, ri, gu, ma, pa, 
dhi, ni, sa. The other nomenclature that is in vogue is the mnemonic 
representation of the six msla-s in each chakra with syllables - pa, sri, 
go, bhu, ma and sha. The nomenclature of harikambhdji would be bana- 
bhu, meaning fifth chakra and fourth mela mnemonic. 

On expansion, the raga harikambhdji consists, besides shadja and 
panchama , shudha madhyama , chatusruti rishabha, antara gandhara, 
chatusruti dhaivata and kaishiki nishada. The corresponding prati 
madhyama raga of harikambhdji may be arrived at by adding 36 to 28, 
which would be 64 and the raga is vachaspati. The only difference 
between harikambhdji and vachaspati is, that the former takes shudha 
madhyama and the latter, prati madhyama. The computation of the 
character of other melakarta raga- s can be worked out on similar lines. 


Following melakarta raga-s are exceptions to the katapayadi rule 


Melakarta Raga 


Mela 

Melakarta Rflga 

ay 

** 

, r 

Mela | 

Cha kra vlkam 

6 1 

W 

Si m hSndra madhyam 

m 

57 1 




Chi trU, mbari 

6 6 

66 




jjQHSSSESIflBlB 

86 

KV 

Shyfima ISngi 

5 5 

55 



mir' 


d from katapayadi chart 


It should be commented at this stage that a few raga-s do not have the 
first syllables to fall into the scheme like, todi, kdlydni, sankarabbarana 
etc. To accommodate these rSga-s in the scheme, suitable prefixes are j 
added like, micha for kalydni , dhlra for dankarabharana and hanuma for j 
todi, khara for harapriya etc. The katapayadi sutra can also be applied to j 
the nomenclature of the suiadi tdla-s, but the formula does not apply to j 
the names of the suladi tdla-s. 5 
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Melakarta Chart - Katapayadi Scheme 



35 


36 


A:Antara 


Va 


Sulim 


Chulanfita 


C:Chatusruti K:Kaishiki KaiKSkali S: Shudha 
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Glossary 

Adhara shadja. Tonic note, key note amolitudp 

or the basic pitch chosen by a 2™, h ' » 

0 ■ 


musician. 

Adi: Name given to chatusm jati 
triputa tala consisting of eight 
aksharakala-s. Can be divided into 
sections, purvanga (the first half) and 
uttaranga (second half). 

Aditya: Name of the 12 th chakra in 
milakarta scheme, comprising the 
mela raga~s> 67-72. 

Agni: Name given to third chakra in 

melakarta scheme, comprising the 

melaraga-s, 13-18. 

Alapana: Spontaneous elaboration of 


r .. section of th< 

pallavi mC ° dy comme ncing after th< 

AnuvSdi. See under vadi. anuvadi is 
either vadi, samvadi nor vivadi 
Anuvadi is somewhat less consonant. 

natftl T a - V ' Siting ° r accidenta ' 

note, the foreign note in a bhashanga 
Jga, opposite of swakiya swara. 
Anya swara gives a flashing touch to 
the mdodjc beauty of a bhashanga 

raga and also contributes to their 
individuality. 


a raga confined to certain established 
rules and principles within the 
framework of the swara-s of the 
raga. 

Mpatvm: The feature of being rare. 

Amsa: The prominent swara in a 
raga, a strong resting note based on 
which the raga can be weaved round; 
also called the jfva swara or chSya 
swara of a rQga. 

AaSgata graha: Where the song or 
composition commences after the 
commencement of the tdla. 

Ananyaswara bhdshSnga rSga: A 
bhashanga raga taking one foreign 
note, like hhairavi. hilahari or 


Aroham: A phrase in the ascending 

order of the pitch. 

Arohi. A phrase in the ascending 
order of the pitch. ' 

A/fla graha: The point where the 
music begins, and before the 
commencement of the tala avarta. 

Audava rSga: A raga wherein only 
five of the sapta swara-s are 
represented in both the 'aroham and 
avarohana; e.g. madhyamavati. 

Audava-sampQrna raga: A raga in 
which only five of the sapta swara-s 
figure in the arohana and all the 

sapta swara-s find place in the 

. # ^ 
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Bdni : The tradition; an established 
style; padcintara. 

Bahutva: A note, which is frequently 
used in a rdga ; opposite of alpatva. 

Sana: Name of the fifth chakra in 
melakarta scheme, consisting of the 
mela rdga-s, 25-30. 

Bltdva: The soul of the expression in 
music. 

Bhaga: Name given to the sankirna 
jdti triputa tala consisting of 13 
akshara-s 

Bhdshdnga rdga: A janya rdga , 
which takes in one or two foreign# 
notes, absent in its melakarta rdga for 
enhancing the melodic beauty of the 
rdga. When the two variations of ri 
ga ma dha ni are utilized, then the 
bhdshdnga rdga can be named as 
rishabhadwaja, gdndhdradwaja , etc. 

Bhuvana : Name given to sankirna 
jdti druva tala consisting of 29 
aks haras. 

Brahma\ Name of the ninth chakra 
comprising me!a rdga-s, 49-54. 

Chakra : Name given to tisra jdti 
riipaka tala consisting of five 
aksharakala-s. The systematic 
classification of melakarta rdga-s 
into 12 groups, each consisting of six 
rdga-s. Each group is called a chakra. 
The first six charka-s correspond to 
the second six charka-s , except for 
the change in the note, madhyama. 

Char ana: The third section of the 
melody in a composition. 

Chatusra: Four. 

Chittaswara : A solfa passage in the 
kriti, as an Appendix, enriches 
melodic beauty in a composition. 


Dhaivatantya rdga: A rdga ending in 
dhaivata, in the ascending scale. 

Dhdtu swara ; A note removed from 
another by skipping over the 
intervening note or notes in the scale, 
e.g. ma-ri, ga~$a 7 as in the 

rdga, sankardbharana. 

Disi: Name of the tenth chakra in the 
melakarta scheme comprising rdga-s 
55-70. 

Drutakdla: Fast tempo. 

Drone: A musical instrument that is 
used for sounding the ddhdra shadja, 
the lower panchama and the lower 
shadja in addition to the midtones 
which produce the rich harmonics. 

Dvigunatva: Where the frequencies 
of a note and its octave note bear a 
(doubling), 1:2 relationship 

Dvitiya ghana rdga panchaka: The 

second set of five ghana rdga-s - 
keddram , ndrdyamgaula , rltigaula , 

sarangandta i and hmdL 

Eduppu : The starting point of the 
kriti in the tala dvarta; also called 

graha. 

Ettugada swara-s: The solfa passages 
figuring in the later part of the 
varnam. 

Gamaka: That which produces sukha 
(pleasure) by applying quiver to the 
swara (note). 

Gath The underlying rhythm of tala. 

Gfta(m): The simplest of musical 
forms; it has no anga-s like pallavi , 
amtpallmi or chammi, 

Graha: The starting point of the 
music in the tdla dvarta, 
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Gupta: Name given to the ttsra jS/i 
ata tala , consisting of 10 nksharu- 

kala-s. 

Harmonics: When a stretched string 
fastened at both ends is made to 
vibrate, it first vibrates in the entire 
length, then in two segments, then in 
three segments, then in four and so 
on. As a result we hear certain sounds 
in rapid succession superimposed 
upon the principle sound. The lowest 
note, i.e., the note produced by the 
vibration of the whole length ol the 
string is the loudest and is called the 
fundamental or prime note and the 
others are called overtones, upper 
partial tones or harmonics 
Harmonics can be heard clearly when 
the vibrating length is sufficiently 

long. 

HtpUttonic scale: A sumjninm rSga 
having all the seven ,rw am s 

Hexatonic scale: A wale taking sis 
notes ,shadja and five others 

Indu: Name of the first chakra in the 
milakarta scheme comprising nlgo » 
1 - 6 . 

M: The name given to titin sulfa 
syllables, tike taka tan kila rntka tafia 
gina thom. 

JatismraUn) A composition very 
much tike the mam/ati in respect of 
musical structure and arrangement. It 
has the divisions pallavt, mnpafimi 
wA chamm, the chamnas me *ct to 
different dhatu-s 

Jfya ttautra. A mill? wttiwlt if§«? 

WwWttilify of itti? filfii, jtt'fi 
my btmmam mm, 

compoiedt 


Kampita %nmm: Swam subject to 
kampita or shake. 

Kam The name given ici stmhtnm 

Hitt t til a 0 tiks /ftmihi/d" v. 

Marta rtiga Janaka rftga. 

Katapnyadl sankhya: The formula, 
which helps one to find the serial 
number of a mela ruga when ruga 
name is given, 

KtmugAi The art of reciting the /on 
in conformity to a tffla in a musical 

manner. 


Mala: The name given to msmi ftkt 
nyxika lulu H aksharakidu-s. 

Lakshaw The characteristic features 
used with reference to ?%*», tola w 
musical composition 


tMsfmm giro A musical 
composition of the ffita type, where 
tire Hihttya instead of being in praise 
of Clod. enumerates the laksham of 
Hi ruga, 

latya. Rhythmic feature m music, 

t.ikha The mme given to clmtmm 
fiitt ata tala 12 ttk%bamkMa*%, 

Idya The name given to miimjM 
ata tala 18 ak\htrah&la s. 


Madhya mud ■ A system of tuning in 
stringed instruments. In the 
pam hama snat, the playing strings of 
s v mini are timed m * ft»p and in the 
madltymtm mat, it is tuned my up 
in other words, the sltmllm gHttdhtPv 
» taken a* die tome not*. In effect, 
the pitch of the tonic note becomes 
ranted by 2 % tones or the interval of 
fourth (4;*Sf 


Major tame A ehantmul interval. 

MaalprarMa, A composition, which 
has a sequence of my two of these 


At*** IkaPrn - llmkramuta^CmmUm tdmtc 
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languages - Sanskrit, Malayalam, 
Tamil and Telugu. 

Milam: Group of musical 

instruments played together. Periya 
melam is nagaswarani group. Chinna 
melam is the bharatanatya group, 
inclusive of the dancer or dancers and 
the instrumental accompanists. 
Sangfta melam is classical music 
orchestra; referred to in Telugu as 
Pallakki seva prabhandam. 
Nalayandi melam is folk band. Urumi 
melam is rustic band. 

Mina: Name given to chatitsra jdti 
eka tala: 4 aksharakdla-s. 

Navavarana kriti-s: A group of nine 
kriti-s in praise of Devi by 
Muthuswami DTkshitar. 

Nitra: Name of the 2 nd chakra in 
melakarta scheme, comprising mela 
rdga-s 7-12. 

Niraval : Melodic variations of one 
line of sahitya in a composition. 

Nishadantya riga: A rdga ending in 
nishada, in the ascending scale. 

Node: The two ends of the vibrating 
length of a string. 

| Nyisa swara : A note in a raga on 
f which phrases can legitimately end; 
resting notes. 

Padantara: Repertoire. 

Pallavi: The first section of a melody 
in Carnatic music; the other sections 
are anupallavi and charana. 

Panchamidyanta rdga: A rdga 
ending in panchama, in the ascending 
scale. 

Pancharatna ; Five gems; the five 
compositions in ghana raga-s, ndta, 
gaula , drabhi , varali and srf. 
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Pann: The equivalent of a rdga in 
ancient Tamil music. 

Pidippu : The most effective 
expression in the form of a phrase or 
a combination of swara-s in a rdga ; 
some striking sanchdra-s which bring 
out the identity of the rdga , called 
pakad in Hindustani music. 

Pramdna : Ratio; the name given to 
khanda jdti druva tala: 17 
aksharakdla-s „ 

Rdga: Name given to misra jdti eka 
tala; melody type. 

RSgamSUka: A composition in which 
sections are in different raga-s* They 
may be of different kinds like, darn, 
kirtana and varnam. 

Riga tilamilika: A composition 
where, in addition to different raga-s, 
different tdla-s are also woven in 
different sections. 

Rakti: An aesthetic, pleasing and 

melodic expression. 

Raja: The name given to khanda jdti 
triputa tdla; 7 aksharakdla-s. 

Rata: The name given to khanda jdti 
ika tdla: 5 aksharakdla-s. 

Ram: The name given to sankfrna 

jdti matya tdla: 20 aksharakdla-s. 

Rlshi: Name of seventh chakra in the 
melakarta scheme: rdga-s 37-42 

Rudra : Name of eleventh chakra in 
the melakarta scheme: rdga-s 61 **66. 

Rum: Name of the 6^ chakra in the 
milakarta scheme: rdga-s 31 -36. 

Samashticharanam ; Where in the 
composition of both anupallavi and 
charana are the same. 

Santa: The name given to chatmra 
jdti matya tdla : 10 aksharakdla-s . 
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Samvadi : See under vadi. 

Sangati : Vibrations developed or 
built progressively in a composition. 

Sara: The name given to tisra jati 
matya tala: 8 aksharakala-s. 

Sarwalaghu: Measuring time fn even 
numbers - rhythm reckoned in a 
single beat right through. 

Solkattu swamps: A passage of solfa 
syllables interspersed with jati 
figuring in some kriti-s. 

Sruti: A deep humming sound 
produced by notes, shadja , 
panchama, and tarn shadja . 

Stdyi: Octave. 

Sudha: The name given to tisra j&ti 
jampa tala: 10 aksharakala-s, 

Shiidha rdga: A pure raga, which 

has no traces of other raga-s. 

Swdklya swara: In a hhmhdnga r&ga, 
the note belonging to the parent rflga 
is called swakiya swara and the 
foreign note is called anya swam* 

SwarSkshara: In a swardkshara 
passage, the solfa letters figuring in 
the whole or part of the sdhitya of the 
passage, corresponding to the music 
signified by these letters. The swara-s 
and the corresponding s&htiya letters 
are identical. The mtttgada pallavi-s 
of many varna-s commences with 
swardkshara. 

Swartintara rdgm A nlga with only 
four notes in both drahana and 
avarohana. 

Tira stdyi: Upper octave. 

Thdnam: A branch of matwdlwma 
sanglta. 

Tanfydvartamm: Percussion solo. 


Tiruvotriyfir pancharatna: The five 

kriti-s composed by Thyagaraja in 

praise of Thripurasundari, the deity of 
Tiruvotriyur. 

Trayodasha lakshana-s: The thirteen 
characters of raga , which establish 
the swarupa or melodic entity of a 
raga. 

TrfkHta: Three degrees of speed. 

UpSttga raga: A jany a raga in which 
anya swara-s is not permissible. 

Usi: Visarjitam. 

VSdi y samvadi, vivSdi and anuvadi: 
Swara-s are divided into four classes. 
Vadi is the principal or the 
predominant note of a raga ; this is 
sounded several times in a raga. 
Samvadi swara-s are those between 
which there are eight or twelve 
swara-s; if two notes are related as 
shadja and panchama , or shadja and 
shudha madhyama, they are" called 
samvadi swara-s , Samvdditva means 
the consonance of the fifth or the 
fourth. If between two swara-s there 
is only one sruti , these two notes are 
said to be vivadi to one another. 

Viiggeyakara: Author of both music 
and sdhitya of a musical composition. 

Varja swara: The note eschewed in 

the rdga. e.g. Panchama in the raga , 
hindbla. 

Vastt: Name of the 8 lh chakra in the 
milakarta scheme comprising raga-s 
4348. 

Vida: Name of the 4 th chakra in the 
milakarta scheme: raga-s 19-24. 

Vidala : The name given to khanda 
jdti ata tala: 14 aksharakala-s. 
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Index - Kritis with special commentary 


Ada modi galade 

110 

Lakshanamugala ramuniki 

137 

Amma ravamma 

109 

Lali laliyani 

137 

Anupama gunambudhi 

112 

Lavanya rama 

154 

Appa rama bhakti 

125 

Ma janaki 

118 

Bagayanayya 

126 

Makelara vicharamu 

157 

Bhavanuta 

138 

Manamu leda 

139 

Broche varevare 

138 

Manasa etu!5rtun€ 

114 

Buddhi radu 

110 

Manasu svidhTnamaina 

157 

Chakkani raja 

136 

ManasulSni marmamulu 

145 

Chera ravademira 

117 

ManavinSIgincha 

152 

Darini telusukonti 

124 

Mariylda gidayya 

152 

Dasarathi nT runamu 

150 

Marugelara 5 rSghava 

119 

Dorakuna ituvanti 

111 

MelukSvayya 

113 

Ela nT dayaradu 

151 

Menujuchi mdsabSku 

136 

Elavataramettu kontivo 

144 

Mokshamu galadi 

153 

Emanadichchevo 

119 

Mundu venuka 

115 

Emi jesitenemi 

142 

Nada sudhi rasambilanu 

149 

Endukd nl manasu 

113 

N§da tanumaniSam 

112 

Enduku daya radu 

153 

Nadaldludai 

134 

Enduku peddalavale 

134 

Nadopasana 

113 

Ennaga manasu 

115 

Nldupai balikmi 

1,32 

Ennallu yurake 

127 

Nagumomu galavfmi 

111 

Entamuddo entasogaso 

116 

Nagumdmu ganaleni 

129 

Entarani tanakenta p5ni 

136 

Nama kusumamulachS 

131 

Entavedukondu raghava 

157 

Nannu vidachi 

145 

Eti janmamidi ha 

156 

Nanu pltimpa 

122 

Etula brotuvo teliya 

152 

NIrada gumswami 

109 

Evarichchirira 

121 

Niradarmmi vedaiina 

144 

Evarikai avataramu 

122 

Nenendu vetukudura 

148 

Evarura ninuvina 

130 

Nl bhajana gina 

146 

Giriraja suta tanaya 

no 

NI nama rOpamutaku 

120 

! GTtarthamu 

128 

Nidhi chaia sukhami 

143 

pGuruleka etuvanti 

129 

0 rajlvaksha 

148 

Hechcharikaga r3ra 

139 

0 rangailyi 

120 

Inta saukhyamani ne 

119 

Orajupu jQchedi 

155 

Kaddanna variki 

124 

Pakkala nilabadi 

149 

Kanugonu saukhyamu 

135 

Patiki hlrati 

i 

1 ^ o 

Karu baru seyu varu 

109 

Rl rSmat inti dlka 

125' 

Koluvaiyunnade 

151 

Riga sudhlmsa 

129 

Kshlnamai tiruga 

147 

Rama bBna trina 

153 
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Rama nannu brovara 121 

Ramanlyeda 155 

Ramabhakti samrajya 132 

Ramabhirama 150 

Ramabhirama ramanlya nama 145 
Ramakatha sudha 156 

Ranidhi radu 133 

Samajavaragamana 121 

Samayamu telisi 142 

Sambho mahadeva 158 

SangTtajnanamu 114 

SangTta iistramu 135 

Santamu ISka 141 

Sarasa sSmadSna 135 

STtakalyana vaibh5game 118 

STtamma miyamma 141 

STtapati nimansuna 115 

§5bh&ne 142 

l^obhillu saptaswara 147 


Sogasu juda tarama 
Sogasuga miidanga 
Sri ganapatini 
Sri narada nada 
Sri rama jayarama 
Sundareswaruni juchi 
Sundari nl divya rupamu 
Swararaga sudharasa 
Tera tlyagarada 
Tulasidalamulache 
Drake galguna 
UyySla iQgavayya 
Van dan am u raghunanc(ana 
Vara rSga lay a 
Venkatgsa ninnu 
Vgnuglna ldluni 
Vidulaku mrokkeda 
Vinarada na manavi 
VinatS suta vahana 
Vinayakuni valenu 


140 

127 

117 

132 

154 
116 
123 
126 
131 
147 
143 

133 
140 

127 

155 
130 
146 

128 
158 
138 
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A 

Abhinaya, 65, 66, 67, 70 
Acbala, 165 

Adhara shadja. 15, 18,20, 23, 28, 29, 
31,38, 39,43,44, 63, 109, 110, 
125, 132, 134, 138, 144, 146, 150, 
156,160, 162, 165, 174 
Akshara, 34, 53, 55,56,57,76, 174, 
175 

Akshara-s, 55, 57, 76, 174 
Alapana, 1,4, 22, 28, 33,36,37, 38, 
39,40,41,42,43,44,45,46, 47, 
63,78, 85, 122,150, 158,169 
Alpatva, 38, 166, 174 
Amsa, 42, 175 
Anagatam, 35, 52 
Antara, 23,39,42,124, 125,131, 

143,144, 147, 150,153, 164, 165, 
171 

Antya, 158,169 
Anudatta, 112 
Anuloma, 62, 86 

Anupallavi, 22, 23,25, 55, 66, 68, 72, 
84,91,99, 103,108,113, 116, 

119,120, 124, 125,130, 131, 132, 
135,136, 145, 146,152, 154, 155, 
156,157, 174, 175, 176 
Anusaranai, 19 
Anuswara, 37,42 
Anya, 168, 177 
Archika, 30 
Are-edam, 52 
Aridi, 55,56, 60, 127,157 
Arohana, 30,31, 36, 37,42,44,45, 
111, 112, 117, 118,119, 124,128, 
131, 132, 135, 140, 147, 150, 152, 
153, 154, 157, 158, 168, 169, 173, 
177 

Asampuma, 63 

Ata, 22, 51,57, 61,77, 175, 177 
AtTta, 55 
Atltam, 35, 52 
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Ativilamha, 63 

Audava, 30, 31,42, 124, 168, 169 
Avarohana, 30, 31, 36, 37, 42,44,45, 
111, 117, 118, 119, 124, 130,132, 
140, 147, 150, 154, 157, 158, 168, 
169, 173, 177 
Avikrita, 28, 161, 165 

B 

Bahutva, 38,43, 166 
B5na, 153, 171, 178 
BSni, 80,81, 124 
Bedha, 59 

Bhakti, 67, 68, 70, 83, 89,92,95, 

105, 109, 114, 125, 126, 132, 133, 
144, 147, 150, 178 
Bhashanga, 151, 168, 169, 173, 174, 
177 

Bhava, 23,25,34,37,41, 53,55, 67, 
68,69,72, 83, 87, 95, 101, 108, 

119, 120, 121, 122, 124, 125, 127, 
128, 132, 137, 138, 139, 140, 142, 
144,146, 150,154, 156 

BhSga, 130 

c 

Chakra, 170, 173, 174, 175, 176, 177 
Charana, 22,23,25,26,46, 54,55, 
66,68,69,72,84,99, 103, 108, 
109, 111, 112, 114,115,116,117, 

120, 121, 124, 125, 127, 128, 129, 
130, 137, 138, 141, 144, 147,148, 
151,156,174,175, 176 

Chaturdasa, 72 

Chatusra, 46, 57,61, 138,173, 175, 
176 

Chatusruti, 42, 112, 126, 161, 164, 
165 16ft 171 175 

I I vQ<i I / I * 1 / 

Chittaswara, 22, 25,67,69,72, 84 

D 

Darn, 70,76,176 
D&adi, 52,55,85,119 



181 


Dhaivata, 15, 23, 30, 39,42, 110, 

111, 112, 113, 117, 124, 125, 126, 
127, 131, 134, 136, 140, 141, 142, 
143, 146, 147, 149, 152, 154, 158, 
161, 162, 164, 168, 169, 171,174 
Dhatu, 23,26,45, 62, 149, 151, 152, 
159, 175 
DhTra, 171 

Drone, 18,21,29,38, 124, 165 
Drutakala, 34,40, 43, 61 
Druva, 51,57,61, 174, 176 
Dviguna, 161 
Dvigunatva, 161 
Dvisruti, 161 

E-F 

Eduppu, 23, 46, 52, 55, 61, 62, 75, 

76, 77, 78,84, 103, 108, 132, 137 
£ka, 51, 57, 61, 176 
Ekaswara, 169 
Ettugada, 177 

Format, 16, 17, 21,34, 37, 40,42,48, 
74, 77, 79, 111, 116, 136, 152 

G 

Gamaka, 5,33, 34, 37,42,43, 110, 
113, 117, 119, 122, 126, 128, 129, 

130, 132, 134, 135,139, 141, 142, 
143, 144, 151, 152, 173 

Gandhira, 19, 23,39,42, 1II, 115, 
119, 124, 125, 126, 127, 128, 130, 

131, 132, 135, 143, 144, 147,150, 
152, 153, 156, 161, 162, 164,165, 
171, 175 

Gati, 59,61, 126 

Ghana, 63, 70, 72,92,97, 131,149, 
169, 174, 176 
Ghatam, 17 
Ghatika, 30 
GTtam, 25 
Gopuccha, 26,76 
Graha, 40,46,61, 173, 174 
Gurukula, 80 


H-J 

Harmony, 14,27,46,49 

Jampa, 51,53, 56, 57,61, 175, 177 
Janaka, 30,31,168, 169 

Janta, 115, 117, 119, 124, 134, 139 , 

140,143, 149, 151 

Janya, 30,31,72, 85, 103, 105, 147, 
168,169, 174, 177 
Jati, 70,75,175 

Jati, 57,61,173,174, 175,176, 177 
Javali, 67,68, 79, 85, 115 

JTva, 19,63, 115, 119, 131, 143, 150, 
154,173, 175 

K 

Kaishiki, 164, 171 
Kakali, 153,164, 168 
KSlapramana, 38, 50, 51, 53,61, 62, 

68, 75,84, 101, 111, 114, 118, 

119.120, 122, 131, 132, 138, 145, 
146,151 

Kalpanaswara, 5,45 I 

Kalpita, 21,33,36,65, 83, 84,121 ! 

Kampita, 128, 175 § 

Kanjira, 17,20,163 $ 

Katapayadi, 171 J 

Kathak, 66 I 

Kathakali, 66 f 

Khanda, 57,69,112,129, 176, 177 I 

Krama, 31,44,62 1 

Kuchipudi, 65,66 | 

Kudam, 19 i 

w ®§ 

L ' i 

Laghu, 51,52,57,76 \ 

Lakshana, 34,42,43, 60,71,99, 124, < 
131,133,137,141, 142, 143, 146, 
166,170,175,177 f 

Lakshya, 60, 72,124,137 
Laya, 24,25, 34,49, 50,53, 54, 60, f 

61.71.87.101.113.120, 126, f 

127,179 1 
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M 

Madliyama, 15, 19, 32, 39,42, 43,44, 
63,77,111,113,114,118,121, 
124, 125, 126, 129, 131, 132,133, 
147, 150, 152, 154, 157, 161, 162, 
164, 167, 169, 170, 171, 174, 175, 
177 

Madhyamapanchama, 161 
Makutam, 46 
Mandara stayi, 43, 156 
Mangalam, 79, 120 
Manipravala, 25 
Manipuri, 66 

Manodharma, 1,25, 33, 34, 36, 37, 

45, 46, 60, 63, 65, 74, 75, 77, 79, 
83, 85, 121, 123, 124, 125, 133, 

142, 144, 177 

Matya, 51, 57, 61, 176, 177 
Mela, 30, 72, 111, 129, 136, 152, 

170, 173, 174, 175, 176 
Melakarta, 30, 31,37, 85, 103, 104, 
105, 170, 171, 173, 174, 175, 176, 
177 

Melam, 176 

Melody, 10, 15, 17, 18, 19,23,25, 
33,35, 36, 37,38,46,49,61,63, 

65, 67,69, 83,84, 85, 99, 100, 

109, 111, 112, 113, 114, 118, 128, 
133, 135, 141, 143, 147,150, 152, 
157, 158, 160, 165, 166, 168, 173, 

174, 176 
Mhorsing, 17 
Mudra, 24, 55, 68, 72, 73 
Murchana, 45, 112, 126, 128, 150 
Musical note, 15, 149, 163, 165 

N-O 

Nadai, 46, 53, 55, 61,62, 66, 75, 85, 
108,110,112,113,138,144,151 
Navavarana, 41 

Neraval, 1,5, 34,61,78, 85, 109, 

HO, 114, 115, 121, 122, 125, 126, 


131, 132, 133, 134, 137, 138, 139 
142, 148, 150, 158 
Nyasa, 110, 124 
Odissi, 65, 66 

P 

Padagarbha, 60,61,62 
Padam, 62, 67,68, 79, 85, 115 
Padantara, 174 
Padavamam, 21,67, 69, 77 
Paddhati, 16, 66, 79 
Padyam, 70 

Pallavi, 22, 23, 25, 34, 35, 40,42,44, 
46, 54, 55, 60, 61, 62, 63, 64,66, ’ 
68,71,74, 78,84, 85, 103, 108, 
111J12, 113, 115, 116, 117, 120, 
121, 122, 124, 126, 127, 130, 132, 
136, 138, 139, 142, 144, 145, 150 

151,157,173,174.175,177 
PanchamSntya, 169 
Pancharatna. 70,92,97, 169, 177 
Prakriti, 165 
Pram3na, 62, 75 
PratilSma, 62, 86 

Pray5ga, 39, 111, 113, 115. 116, 119, 
120, 124, 128, 132, 134, 140, 144, 
145, 152, 157, 168 
Puja, 89 
POrna, 63 

POrvanga, 57,60,99, 111, 136, 147, 
171, 173 


Ragamaiika, 70,71,72,73, 79 
Rakti, 39,42,43.69, 78, 169 
Rasika, 24, 80,81. 158 
Rishabha, 15,39,42,44, [09, 117, 
119, 124, 130, 131, 132, 133, 140, 
141, 147, 149, 154, 156. 158, 161, 
162, 164, 171 

ROpaka, 51,57,61, 77. 84, 120, 144, 
174, 175 
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s 

Sadharana, 164, 165 
Sahitya, 22, 23, 25. 26, 34, 35, 41,46, 
53, 54, 55, 60, 62, 66, 67, 69, 72, 
84, 87, 98,99, 112, 113, 116, 120, 
122, 125, 129. 134, 137, 139, 145, 
151, 152, 154, 157, 175, 176, 177 
Sama, 76 

Samam, 22, 35, 52, 62, 117 
Semashticharanani. 23 
SamTka, 30 

Sampurna, 30, 31,63, 135, 140, 168, 
169, 173, 175 

Samvadi, 29, 46. 125, 138, 167, 173, 
177 

Sangati, 25. 36, 37. 38, 40.41,42,43, 
46, 53, 67, 68. 69, 84, 94, 111, 

112, 113, 121. 124, 130, 134, 136, 
142. 145, 149 

Sanglta, 1,21,23. 33, 34, 45,46, 60, 
65,68, 78. 83.84, 85, 116, 124, 
125, 133, 142, 144, 175, 177 
Sankhya, 175 

SankTma, 57, 64. 174, 175, 176 
Sara, 122 
Saranai, 19 

Sarwalaghu, 48, 75,76, 151 
Satvika, 98 
Shabdham, 66 

ShSdava, 30. 31. 126. 135, 152, 168, 

169, 173 

Shadja, 18,19.29,38,40,42,44, 

113, 147, 150, 160, 161, 162, 163. 
165, 167. 169, 171, 173. 174, 175, 
177 

Shatsruti, 164. 165 
Shudha pallavi, 35. 60, 85 
Sishya. 81,89, 91,96, 133, 159 
§!5ka, 72, 79, 89, 160, 161 
$5l6kam, 70. 71 

Solfa, 22. 25, 55.66, 69, 164, 174, 
175, 177 


Sollu, 51, 117,151, 158 

Srothovaha, 26, 76 

Sruti, 18, 19, 20,21,29,38,40,47, 

50, 76, 77, 110, 117, 118, 123, 

'31,137,144, 153, 159,160,161, 
162, 163, 166, 175, 177 

Stayi, 34,43,44, 109,120, 130, 151 

155.177 

Suladi, 54,59, 85, 171 
Swakiya, 168,173 
Swakiya, 177 
Swarajati, 25, 69,175 
Swarakalpana, 1,45,46,47,61,77, 

78, 85,109,110,114,115,121, 

122, 124, 125, 126, 132, 133, 134, 
137,139.142, 148, 150,152,155, 
157, 158 

Swarakshara, 154, 177 
Swarantara, 30, 99 
Swarita, 112 

Swarupa, 26, 37,38, 72,112, 125, 

131.137.155.166.177 i 

'1 

Tambura, 17, 18.19,29,47, 77, 101, 1 
116,124,161,165 » 

TaniySvartanam, 50, 74, 75, 76, 86, ' 
134 

lira shadja, 19,40,43,112, 117, 

122,123, 125, 137, 144, 156, 162, 
177 

T5ra stayi, 43, 109,127,151,155, 

169 

Tarapanchama, 161 
Tavil, 76 

ThSnam, 34, 35,40,44,46,60, 63, 
64,74, 78, 85, 169 
Tillana, 137 
TIrminam, 46,74,76 
Tiruppugazh, 79 
Trik&la, 62 

Triputa, 51,53,57,61, 173, 174, 176, 
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U-V-Y 

Uttaranga, 57, 60, 99, 110, 136, 147, 
171, 173 

Vaggeyakara, 24, 34, 53, 68, 77, 79, 
87, 101, 118, 120, 136, 144,158 
Vakra, 63, 116, 127, 132, 135, 152, 
169 

Vamam, 21, 25, 55, 71,77, 84, 139, 
174, 176 

Veda, 15, 23,34, 109, 112, 121, 123, 
133, 134, 137, 146, 147, 159 


Vedic, 152 
Vikrita, 165 
Vilamba, 43,61,63 
Vilambakala, 24, 25, 34, 51, 55. 108, 
116, 134, 137, 144, 151 
Viloma, 55,62 
Viruttam, 70, 86 
Vishamayi, 76 
Yamaka, 25. 26 
Yati, 25, 26, 76 


iaga Sudha - Understanding CarnStic Music 




